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Programme of the Joint Symposium 

 

Each session in the programme is assigned a unique identifier consisting of three components: 

1. Roman Numeral: Indicates the day of the conference (I-V). 

2. Capital Letter:  Denotes the session or event. 

3. Arabic Numeral: Identifies parallel sessions. 

 

For example, the identifier ñIIC03ò refers to the third parallel session on the second day of the 

conference, within session C. 

 

The Joint Symposium features four main thematic directions: 

¶ Prominent Personalities in the History of Music and Dance Heritage 

¶ Shusha Musical Heritage in the Context of the Dialogue of Cultures 

¶ Legacy, Preservation, and Change of Music and Dance Traditions 

¶ Music Therapy: Problems and Perspectives in the 21st Century 

 

These themes are further divided into sub-sections, distinguished by lowercase Latin letters (a, 

b, c, d) and followed by Arabic numerals if  a sub-section is divided into smaller groups of 3-4 

presenters (e.g., a01, b03, c03). 

 

Session venue is indicated in square brackets following the session title. The name of the session 

Chair is listed after the sub-section title. 

 

 

EXPLANATION OF THE TOPICS  

 

Prominent Individuals in the History  of Music and Dance Heritage 

 

Studying the history of music and dance heritage through the prism of outstanding 

individuals reveals the special role of subjectivity in the study of culture. Researchers form 

systems to select and evaluate important individuals in ever-changing societies. Forgotten names 

as well as famous individuals have become facts of history, signaling not only scholars but also 

the values of the societies in which they are located. Studies of the lives and creativity of both 

well-known and little-known names in the context of contemporary scholarly paradigms can 

expand our understanding of deep patterns in the functioning of music and dance from a 

historical perspective. 

One of the most striking figures in the history of music heritage is Uzeyir Hajibeyli 

(Hajibeyov, 1885 ï 1948), who created an entirely new cultural paradigm for Azerbaijani music. 

Hajibeyliôs life and work, which took place during immense changes to the socio-political, 

ideological, and cultural structure of society, still need to be studied in depth, especially 

considering material and archival documents in the context of new approaches to historical 

musicology. 

While considering outstanding individuals, questions of subjectivity become important: 

What are the mechanisms for selecting and evaluating historical ñfactsò in the context of cultural, 
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social, and political preferences that influence the global history of music? What criteria are used 

by researchers in the system of assessment of an individualôs heritage? 

The main directions proposed for discussion are: 

 

Å The figure of Uzeyir Hajibeyli (Hajibeyov) in the system of traditional culture 

Å Historical discourses of East and West in a globalizing world 

Å The history of musical arts in the context of changing scholarly paradigms 

Å Unknown names and prominent individuals in the history of traditional music and 

dance 

The Musical Heritage of Shusha in Context of the Dialogue of Cultures 

 

Shusha (formerly Panahabad, 1752), an epicenter of the musical life of the South 

Caucasus, has played a significant role in the formation of regional cultural heritage. The creative 

resources of the capital of the Karabakh Khanate have been a source from which musicians of 

the Caucasus have been drawing inspiration for centuries. These resources included a huge pool 

of highly professional musicians, versatile musical knowledge, new musical, stage, and concert 

forms that debuted in Shusha and spread throughout the Caucasus, and the tar playing of Mirza 

Sadiq Asad oglu (Sadēqcan tarē), which became important to the performance practices of the 

entire region. Many melodies composed by Shusha musicians have entered the repertoire of 

Caucasian performers of traditional music: these include popular urban songs, mughams, tesnifs, 

Ashig songs, and dance melodies performed on instruments such as tar, kemancha, gaval, saz, 

balaban, gosha-nagara, which constituted traditional musical ensembles and, at the beginning 

of the twentieth century, were integrated into operas and operettas by Uzeyir Hajibeyli 

(Hajibeyov). Today, diverse ethnic and national groups of the South Caucasus perceive this 

heritage as their own, local cultural traditions. Over the past century, the musical dynasties of 

Shusha have consistently incorporated the convergence of the East and West into various forms 

of musical creativity. 

All such topics above, as well as new or little-known sources about the activities of 

Shusha musicians or their creative collaborations with Caucasian, Iranian, and Turkish 

musicians, are of interest both in the context of dialogues between the cultures of the Caucasus 

and the cultures of East and West. 

The main directions proposed for discussion are: 

Å Musical dynasties of Shusha in Azerbaijani culture 

Å The contribution of Shusha musicians to the legacy of Caucasian music 

Å Shusha in the context of dialogues between the cultures of East and West 

Å New or little-known sources about Shusha musicians and musical activities 

 

Legacy, Preservation, and Change of Music and Dance Traditions 

 

Studying music and dance in a globalizing world, we discover the uniqueness of diverse 

cultural phenomena. The challenges of studying the mechanisms of transmission and 

preservation of artistic experience in systems of traditional and academic education actualize 
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issues of loss, assimilation, and transformation of traditional heritage. The phenomenon of the 

singing voice has particular importance because it carries specific physiological features, timbre, 

and techniques of sound production, polished for centuries in traditional musical education. 

Modern artistic realities demonstrate numerous examples of the recontextualization of music and 

dance samples as a process of extracting texts from original contexts, followed by their 

interpretation in various musical discourses. 

The main directions proposed for discussion are: 

 

Å Loss, assimilation, and transformation of traditional heritage 

Å Mechanisms for the transfer and preservation of experience in traditional and 

academic education 

Å The phenomenon of the singing voice in musical traditions 

Å Recontextualization of traditional artistic experiences 

 

 

 

Music Therapy: Problems and Prospects in the 21st Century 

 

The humanities of East and West have been studying the therapeutic effect of music on 

the human body since ancient times. However, despite the fact that music therapy has a centuries- 

old history, its scientific understanding and practical application have never been linear, rather 

sporadic. Closer attention to this field of knowledge since the middle of the XIX  century has not 

resulted in the systematic and widespread introduction of the discipline into the education and 

practice of medicine. Meanwhile, music therapy has proven results in treating post-traumatic 

disorders caused by natural and military disasters, as well as positive impacts on an individualôs 

socio-psychological adaptation. 

Despite the inclusion of Music Therapy in fields such as psychology, philosophy of 

consciousness, and the science of the human brain, new technologies such as positron emission 

tomography (PET) and functional magnetic resonance imaging (fMRI)  have not been applied 

to the therapeutic effects of ethnically oriented traditional music. Does the aesthetic pleasure 

and, consequently, the therapeutic effect of music have a culturally conditioned character? 

Positive effects of music on various body functions, including the "Mozart effect", do not have 

the presumption of universality. Questions of Music Therapy in traditional music require the 

development of ethnic cognitivism (or cognitive science), involving the study of language and 

music on the material of ethnic cultures. 

The main directions proposed for discussion are: 

Å Music therapy as a subject of ethnomusicology research 

Å Music therapy in the modern educational process 

Å Music therapy in clinical practice 

Å Musical improvisation as a method of music therapy 
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THE POLITICS AND AESTHETICS OF A POST -COLONIAL WORLD:  

ARAB MUSIC HERITAGE IN CAIRO  

In this presentation, I examine the model for the heritagization of the practice and repertoire 

associated with tarab that was launched by the Egyptian Ministry of Culture in the late 1960s and 

its transformation in subsequent decades. I discuss the ideologies, policies and authorized heritage 

discourse, epitomized by the notions of Arab music (al-musiqa al-ôarabiyyah) and heritage (al-turath), 

that grounded the heritagization of tarab. I characterize the practice of tarab, the modernizing 

performance model that replaced it, its institutionalization by government sponsored ensembles, their 

make-up and repertoire. I highlight the agency of key musicians in curating a heritage model 

for tarab in the late 1960s, and in replacing it two decades later with a more flexible approach that, 

to some extent, enabled some of the musical and performative ingredients of ἲarab that were censored 

by the heritagization model launched in the late 1960s. 

Keywords: post-colonial world, arab music, heritage in Cairo, tarab 
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AZERBAIJAN IN THE MAP OF ñGLOBALò HISTORY OF ART: DISCOURSE 

THROUGH MUSIC AND DANCE  

The question of Azerbaijan's place in the global history of art was publicly raised in 1919, 

when Uzeyir Hajibeyli (1885ð1948) published a conceptual article on music of Azerbaijani Turks 

(Azϸrbaycan t¿rklϸri) as a multi-ethnic nation (millϸt) united by the Turkic language (t¿rk dili). 

Hajibeyli pointed out the lack of direct connection between music and language and highlighted the 

contrasting musical traditions of the southern (Azerbaijanis, Ottomans) and northern (Volga region 

and Siberia) Turkic regions. Through the prism of perception of European civilization, he presented 

ñlamentò as a fundamental characteristic of unmetric melodies in the Azerbaijani musical tradition. 

Developing the concept of Hajibeyli, the author reveals in the main part of the report the 

advantages of recontextualization as a method by which the traditional heritage of Azerbaijan can be 

presented simultaneously in several options of superethnical, regional and national. The focus is on 

the phenomenon of responsive singing of unmetric melodies that permeate all layers of traditional 

Azerbaijani music from the funeral rite to mugham. This tradition crystallized together with a 

http://e.mail.ru/compose/?mailto=mailto%3asecb%40fcsh.unl.pt
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complex of expressive means not in the Zoroastrian temple, but from 3000 BC in the mainstream of 

music-poetic genres of polyethnic Mesopotamian lamentations. 

In the final part of the report, attention is paid to the problem of conceptualizing the traditional 

heritage of Azerbaijan on the example of the ñIllustrated History of Musicò by Agalar Aliverdibekov 

(1880ð1953). He expanded the German historicism of the sample of the ñWorld History of Musicò 

by Emil Nauman with the chapter of ñAzerbaijanò and presented the music of native Karabakh and 

Shusha with dozens of names and biographies. 

Keywords: Azerbaijani music, ñGlobalò History of Art, recontextualization 

 

Introduction  

The question of Azerbaijanôs place in the global history of art was publicly raised in 1919 

after Uzeyir Hajibeyli (1885ï1948) published his research on the music of Azerbaijani Turks 

(Azϸrbaycan t¿rklϸri) in the Azerbaijani Freedom newspaper (Hajibeyli, 1919). In 2005, Professor 

Farah Aliyeva republished it in Arabic script with the Latin transcription and her detailed preface 

(Hajibeyli, 2005) (Fig. 1). 

Hajibeyli dedicated this writing to the 

anniversary of the Azerbaijan Democratic Republic 

that was proclaimed on May 1918 after Turkish, 

Azerbaijani, and Lithuanian-Tatar generals sacrificed 

their lives for the freedom of Azerbaijan (Fig. 2). The 

main questionï what is Azerbaijanôs place in world 

history ï was discussed through the music of 

Azerbaijani Turks as a multi-ethnic nation (millϸt) 

united by the Azerbaijan Turkic language (Azerbaijani: 

t¿rk dili), which had been used in the beginning of 20th 

century as a lingua franca not only for Azerbaijan but 

also for the South Caucasus region. 

First, Hadjibeyli discussed music in connection 

with the official language of the Azerbaijani nation. 

The concept of t¿rk in Hajibeyliôs project carried a 

linguistic meaning for this reason that an identity in the 

East has never been based on ethnic features. Second, 

Hajibeyli does not support the idea of a direct 

connection between music and linguistic thinking. He said that despite the unity of the languages of 

Turkic-speaking people, their music is fundamentally different. Third, in accordance with the 

popular influence theory at the turn of the 19th and 20th centuries, Hajibeyli identified ñbig culturesò 

like Arabic and Chinese, which allegedly ñinfluencedò the music of Ottomans and Azerbaijanis, on 

the one hand, and the Volga region and Siberian Turks, on the other. Fourth, Hajibeyli noted that 

people who do not have a common cultural border with each other may not understand each otherôs 

music. For example, it may seem to Europeans that Azerbaijanis are not singing but crying, while to 

Azerbaijanis that Europeans are not singing but howling: ñJust as European ódilettantesô, that is, 

[simple] people without musical education, do not like either our music or the music of the East, so 

our people do not like theirs [music]. They stop their ears when they listen to our music; and in the 

same way our [ears] do not receive any pleasure from their music. According to them, our singers 

cry instead of singing; according to ours, they do not sing songs, but howl.ò (Hajibeyli 2005:19). 

Figure 1: Uzeyir Hajibeyli. 

(This photograph is in the public domain.) 
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According to Hajibeyli, the complete adherence between melody and verse seems to be very 

simplified for Azerbaijanis, so they attempt to disrupt the meter by inserting embellishments ñin the 

midst of the wordsò (Hajibeyli, 2005:27). Finally, Hajibeyli suggested not to use criteria of ñgoodò 

or ñbadò comparing Western and Eastern musical cultures. He argued that all people use similar 

sounds, but organize them in different ways (ibid). All of Hajibeyliôs statements just having been 

mentioned above were confirmed with a few exceptions, and it also turned out that music in its 

representative classical samples preserves the memory of a lost language during the historical 

transformations (Shamilli 2023: 25ï36).  

 

Figure 2: A map of the Azerbaijan Democratic Republic with territorial claims and disputed areas in the Paris 

Peace Conference 1919ï1920. (This photograph is in the public domain.) 

Identified soundscape 

Such representative classical samples in the traditions of northern and southern Turks as k¿y 

(Tatarstan, Bashkortostan) and muǣam (Azerbaijan) are extremely contrasting. We usually listen to 

some k¿y examples in Altay, Tatarstan, or Bashkortostan, enjoying the anhemitonic as the basis of 

the modal thinking for all these regions. On the contrary, Azerbaijani muǣǕm or Turkish uzun hava 

is based on the microtonal modes related to the Babylonian mode system. Hajibeyli could not have 

known about the assumption that Safi ad-Din al-Urmavi (d. 1294), who is considered being the 

founder of the Middle Eastern maqam theory, transferred musical theory from the linear 

representation of scales based on Greek antiquity to the Babylonian circular model with 

its advantages of describing a circle of fifths and octave scales. I repeat and extend this hypothesis 

following the comparative analysis of Babak Khazrai at the World of Mugham Symposium in 2018 

in the Azerbaijani Shaki city. After that, I found the confirmation of this idea in Richard Dumbrillôs 

works, dedicated to Babylonian treatise on music (Dumbrill, 2023).  

According my conception, seven-pointed star, unfinished by the ancient author (Dumbrill 

2023: 63) was completed by Safi al-Din to its logical conclusion on the base of ud, whereas his 
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predecessors used in Babylonian theory a 10-stringed harp, which we see in the ancient Standard of 

Ur, conceptualized millennia later as the harp of King David (Fig. 3).  

 
Figure 3: CBS1766, courtesy by the University Museum of Philadelphia, Pennsylvania. It was reused in 

Dumbrill, 2023: 61. 

In 2011, Professor Dumbrill made an important generalization on the presentation of 

transcripts of an ancient Babylonian treatise on music in Damascus. He said that he was quite 

anxious about reactions from maqam masters present, but to the contrary, some of them started to 

hum ñas if they had known the music from some distant memory, firmly anchored in their 

consciousnessò, and later, it became obvious that there is ña direct link between Babylonian music 

theoryé and the Oriental Maqamò (Dumbrill, 2023: 95). 

Thus, the view of influence theory that was so much popular in the time of not only Uzeyir 

Hajibeyli but also Abraham Zvi Idelson who had been trying to find a common root for music that 

was scattered around the world by some Jewish diasporas does not work today although it is still 

used in significant scientific works.  

Recontextualization  

That is why I would like to draw attention to the report of Kamila Dadash-Zadeh and Fattah 

Halykzadeh published in 2023 and dedicated to the importance of recontextualization as a term for 

ethnomusicology (Dadash-Zadeh & Halykzadeh, 2023). I am going to consider recontextualization 

not only as a term but also as a method, without its direct linking to the semiotic approach and 

transferring of linguistic methods to the ethnomusicology: ñRecontextualization may be defined as 

the dynamic transfer-and-transformation of something from one discourse/text-in-context (the 

context being in reality a matrix or field of contexts) to another. Recontextualization involves the 

extrication of some part or aspect from a text or discourse, or from a genre of texts or discourses, 

and the fitting of this part or aspect into another context, i.e., another text or discourse (or discourse 

genre) and its use and environment.ò (Linell, 1998: 144-145). I see the advantages of this method 

because it helps us to understand the mechanism of the circulation of cultural and genre contexts 

within the super-ethnical, regional, and national perspectives of Azerbaijani musical tradition. The 

multicultural heritage of Azerbaijan offers a unique opportunity to explore music and dance through 

the changing genre discourses across the temporal and spatial scales of world history.  

It is known that we can understand the uniqueness of any music through the eyes of another culture 

and understand ourselves in the mirror of Other. That is why a genetic code of Azerbaijani musical 

heritage was manifested in the article of Hajibeyli through the perception of European civilization. 

And it is not crying but aesthetics of lament that has unique representations in the diverse 

ethnolinguistic landscape of Azerbaijan. Listening to lamentation in the introductory section of 

mugham, Bayaty Shiraz even thought that this section emerged in the structure of mugham at the 
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turn of the 19th and 20th centuries as a result of the globalization process, we understand not only 

the deeper roots of this tradition in Azerbaijan but also the Near Asian musical traditions at whole. 

 

Lament as a Musical Genre 

The next question would be what is lament as a 

singing of unmetric microtonal melodies from the 

perspective of super-ethnicity, regionality, and nationality in 

Azerbaijani musical heritage? Is it possible to consider 

lament as a genetic code that has determined not only its 

various forms in Azerbaijani tradition but also the principles 

of musical thinking?  

Hittite text mentions a royal funerary ritual with 

laments uttered by female mourners, but their content is not 

quoted, perhaps because they were very formulaic or 

spontaneous (Rutherford, 2008; Furey et al. 2017: 687). 

What about Biblical laments over dead individuals) ï ñonly 

two biblical exemplars of laments over individuals are 

known, uttered by King David over Saul and Jonathan (2 

Sam 1: 17ï27), and over Abner (2 Sam 3: 33ï34). Others are 

merely reported (2 Chr 35: 25)ò (Furey et al. 2017: 688). 

There are also cultic laments over dead deities in 

Mesopotamia (Mourning the Duma lady or Tammuz), Egypt 

(mourning Osiris) but ñthe Bible does not preserve laments 

of this type (Hvidberg: 124), however indications for the 

existence of the relevant ritual practice in Israel are found in 

Ezek 8: 14 and perhaps also in Zech 12: 11.ò (ibid). Finally, 

city laments, cultic laments, and prophetic laments such as 

Sumerians (ñLament for Sumer and Urò (2004 BC), ñLament for Urò (2000 BC), ñLament for 

Nippurò (1900-1600 BC), ñLament for Urukò (1940 BC), ñCrying by Eridò (5400 centuries BC), and 

Israel/Judea (City crying on Jerusalem, Prophetic cry) (ibid). 

Such forms of music making as responsorial and antiphonal singing have been matched during 

the long-term ritual laments practice. We read in ancient Sumerian literature ñnar-mu tigi-imin-eġ ir-

re-eġ hama-an-ne-eġò that means ñMy singers, accompanied by seven [instruments] laments, like 

singing, truly performedò (Kaneva, 2006: 36). We also read ñur¼-hul-la-mu ġir-re-eġ ba-ab-b®-neò 

that means ñ[lamentation] ó0, my destroyed city as singing they sayò (ibid: 49). The language of the 

female priests and imitators of the gala-priests (Fig. 4) who wore womenôs clothing was known as 

an eme-sal, and at the same time, the musical language indicated a professional vocal-instrumental 

tradition that had been preserved by women before the Islamization of the region and after that in 

the courts of Arab caliphs.  

The first Abrahamic religion reduced the external expression of ancient ritual, such as beating 

of drums, scratching the face, screaming, cutting with daggers, and pulling out hair,1 to the pure 

 
1  Deu 14:1 ̋ ˸ːˬ˓˪ ˫ˑ˩˧ːˮ˧ː̄ ˭˧ː̌ ˢ˓˥ ˋ˶ ˓˵ ̐ˬ˧ ˏ̆ ˓˸ ˘˞˔˪ˋˣ ̐ˡˋl ˔̍ ˋ˸ ˏ˸  ˞˔˪ ˫ˑ˩˧ːˢ̂ˌ˞ ˢ˓ˣˢ˧˒˪ ˫ˑ̠ ˒˞ ˫˧ˏˮ˓̌ [You are the children of the LORD, your 

God. Do not cut yourselves or shave the front of your heads for the dead]. 

Figure 4. Couple of musicians. 

Alabaster statuette Mari, temple of 

Inanna, chamber of the priests Sumer 

2450 BC Museum of the Louvre AO 

17568 (This photograph is in the 

public domain.) 
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sound of the kinnot, which marked the beginning of musical professionalism in its modern sense: 

ñFor this reason, and because mythical reality ï which consumes itself within the song of lament ï 

is of such great internal truth, could Judaism, as it overcame myth and banned enchantment, absorb 

lament within itself. In this way, the Hebrew kina arose.ò (Barouch & Schwebel, 2014: 12). 

Singing as Thinking 

 

Figure 5: Recontextualization of the laments in Azerbaijani traditional music. (Scheme by the author.) 

I consider the external and inner expressions of ancient rituals in all layers of Azerbaijani 

traditional music. That is why I suggest to systematize the traditional musical heritage of Azerbaijan 

not based on language, but a principle of musical thinking in its representative form as a responsorial 

singing of unmetered melodies (Fig. 5). These melodies based on such formula of the musical 

process as I (initium)źT (terminus) = M (non-temporal motion) (Shamilli, 2017) that not only is 

music but also is organically principle of sense-making in dance tradition. The main principle of 

such musical thinking is un-temporal motion bringing together an initium-and-terminus of phrase as 

one musical event and presenting the melody as a set of non-hierarchal processes. 

The responsorial singing in the Azerbaijani funeral music begins with the ancient Y¾ǣ rite2, 

which repeats the syntagmatic expression of external plastic forms of ancient Egyptian laments for 

Osiris, with a funeral fest concluding with the playing of instruments and dancing. This conclusion 

can be drawn from the description of this ritual compiled by Mirali Seidov at the end of XX century: 

ñIn a number of regions of Azerbaijan, especially in the village of Almali of Kalbajar, a number of 

remnants of the y¾ǣ ceremony are still alive today. In this village, before taking away the dead, men 

kneel on one side of it and women on the other side, and while waving their handkerchiefs in their 

hands, they chant ñvaveylaò ï ñwhat a pity, fortunelessò <...>. After bringing the dead body and 

burying it in the middle of the village, they play, sing and dance like in the y¾ǣ.ò (Seyidov, 2018). 

Akkadian term aĵu that is Azerbaijani aĵē means ñoutside, foreign, additionalò and marks 

non-canonical parts of Shumerian laments: ñThis Akkadian term means óoutside, foreign, additionalô, 

and is frequently written with the Sumerian logogram BAR, which conveys the same meanings in 

Sumeriané The term aǡ¾, as used as in our context, occurs most frequently in regards to collections 

of omens.  é the term aǡ¾ means ónon-canonicalô omens in regard to the standard excerpt series.ò 

 
2  ñYuĵ: (Yuĵ/Yēĵ/Aĵ). Aĵlamak anlamēnē taĸēr. Aĵēt, aĵu, aĵlamak, yēĵlamak, yēĵut gibi sºzc¿kler hep birbiriyle 

baĵlantēlēdēr. Yēĵlamak/Yuĵlamak sºzc¿ĵ¿ aĵlamak demektirò (Karakurt, 2011: 224). 



Echoes of Heritage: Navigating the Legacy of Music and Dance 
 

 

21 

(Cohen, 1988: 18-19).  

Various forms of responsorial singing can be heard in the religious Azerbaijani music ï in the 

prayers of the Mountain Jews from Baku to Jerusalem, in the singing of marsiyakhan, rouzekhans, 

and nouhakhans during lamentations of Shia Muslims for Imam Hussein and in the prayers of Udin-

Christians who lost the voice of their Albanian Church during the ages after the subsequent historical 

assimilation by the Armenian Apostolic Church.  

However, the modern classical genres of Azerbaijani mugham have also preserved the 

musical-poetic forms of ancient laments in its vocal-instrumental imitation of the principles of 

responsorial singing. Listen to how the kamancha and tar respond to the singerôs voice instead choir 

in lament-muye (per. ócryô) in the mugham Zabul Segah! This is not polyphony, as one might 

understand but a recontextualization of ancient lamentations in Azerbaijani mugham, which has 

never been borrowed from Zoroastrian magicians or the Mug tribe, as we sometimes read in non-

scientific literature.  

We can consider a unique example of the overlapping of national, regional and supra-ethnic 

discourses in one piece of music created in our time. This is a genre of Azerbaijani symphonic 

mugham Zabul Segah of Vasif Adigezalov.  His son Yalchin Adigezalov being the conductor of this 

score replaced the parts of oboe and violins with the voice of singer khananda and traditional 

instruments ï tar and kemancha3.   

Thus, a symbolic location of two settlements of Kish in the north and south-west of 

Azerbaijan correlating with Mesopotamian Kish, is not just a geographical statement, as well as a 

stone with an inscription on an Aramaic coin near Shaki city in the north of Azerbaijan. All of these 

facts confirm not only the cultural ties with Babylon but also the formation of a universal melodic 

dictionary of the Near Asian region as a whole. It links such genres as Turkish uzun hava, maqam al-

Iraqi, and Azerbaijani mugham. Guzel Tuimova could continue listing genres in Volga-Ural and 

Crimean Tatars musical traditions 4. 

Volumetric vision 

Recently, my colleague Ilya Saitanov has suggested a ñvolumetric visionò of similar melodic 

phenomena in world musical traditions to understand them within the context of art history not on a 

linear timeline and not through the donor-recipient model, but as a polyhedron, each side of which 

representing a unique and equal national discourse (Saitanov preprint). For example, we find traces 

of ancient civilizations not only in Azerbaijani traditional music but also in dance. Azerbaijani 

Shalakho dance imitates the gestures of a cormorant (Hebrew: shalakh). One of several melodies of 

this dance, popular throughout the Caucasus, is a tempo-rhythmical version of the famous Sephardic 

Jewish prayer Avinu Malkeinu. The name Shalakho is translated as ñHis Shalakh,ò or ñShalakh of 

Godò for this reason that this bird was forbidden for eating (Leviticus 11:17)5. Another meaning of 

shalakh is ñoutstretched armsò which refers to the cormorantôs habit of sitting with outstretched wings 

to dry its feathers. Outstretched arms are the main element of this dance. 

This habit to sit with spread wings doing nothing for hours apparently formed a stable 

expression in ancient Aramaic such as shalaykim-malakim, which means ñOur Shalakh ï our Tsarò 

or ñOur Cormorant ï our Tsarò. It is no coincidence that the outstanding Azerbaijani writer Najaf-

 
3  Vasif Adigezalov Symphony Mugham Zabul-Segah: part V. Muye. 
4 See article in this collection: Tuymova, Guzel. Ozēn k y and maqam (on the material of Volga-Ural and Crimean Tatars 

musical traditions).  
5  Lev 11:17  ˋˣ ̀˓˪˓̇ ˒ˢ˘˸ˑ˞ˋˣ ˯ˣ˔̕˒ˢ˘˸ˑ˞ˋˣ ˝˱̐̅ˋˮ˒̓˒ˢ˘˸ˑ˞ [the little owl, the cormorant, the great owl]. 
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bek Vezirov (1854ï1926) conveyed with this expression a critical view of the idleness or laziness of 

the pre-revolutionary Russian bourgeoisie (Bᴅdᴅlbᴅyli, 2007:125). In other words, the indolence of 

life was the personified thought of the negative and ironic connotation of shalakh.  

Such other meanings of shalakh as verb ï ñto send; to dispatch; to reach out, (one's hand, arm, 

leg)ò that means (transitive) to send (someone or something): cause to go (transitive) to move 

(something) physically away from one's body (intransitive) to send messengers or letters ï correlates 

with Azerbaijani shalakh paltar as a very spread term in the oral traditions of Western regions of 

Azerbaijan Republic such as Gedebey ect6. Shalakh paltar in Azerbaijani or Azeri Turkish means 

ñwide skirtsò, worn one on top of the other, the number of which in ancient times, before the 

Sovietization of the region, indicated the wealth of a woman. Apparently, they were called by this 

name because wide skirts usually look as if they had been moved away from a woman's body and 

resembled outstretched arms. This clothing was very popular among all populations not only in 

Azerbaijan but also in Iranian Kurdistan (Fig. 6).  

At the same time, shalakh has such 

additional dictionary meaning as ñsprigò 

that is why this is at the same time the 

name of sort of apricot in the Caucuses. 

Another example of 

reconceptualization units Azerbaijan with 

Syria, Lebanon, Iraq, and Turkey. This is 

an ancient dance for trampling reeds, 

which have been laid on a layer of clay at 

the base of Babylonian bricks. It presents 

the characteristic quality of movement-

and-pause as one plastic-semantic event 

dependent on such musical process as I 

(initium)źT (terminus) = M (non-

temporal motion) about which I have just 

said the above.  

In modern time, this dance is known as a dabke. In the past, it also served the purpose of 

trampling branches for covering the roofs of huts. It is very interesting to notice that the ancient 

name of Baku ï ñBad Kubaò ï means ña branch of the hutò in Babylonian Aramaic that was a lingua 

franca of Caucasus Albania until the Arab Muslim conquest. It appears on the covers of Azerbaijani 

Arabic-script books, including the Cʦllection of Turk melodies by the prominent educator Hasan 

Bey Zardabi (1842ð1907) (Fig. 7).  

 

Today, this dance is mainly performed at weddings in Levant but in Turkey this is a love folk song. 

Famous Azerbaijani singer (khananda) Khajibaba Huseynov (1919ï1993) in the early 1980s 

included this song in the function of Tasnif in Azerbaijani mugham-dastgah. 

 

 

 
6  The author thanks Irada Kocharli, professor of the Institute of Architecture and Art of the National Academy of 

Sciences of Azerbaijan, for providing valuable information on this topic. 

Figure 6: Shalakh paltar. Jewish family at the end of the 19th 

century and the beginning of the 20th century. (This 

photograph is in the public domain.) 



Echoes of Heritage: Navigating the Legacy of Music and Dance 
 

 

23 

Figure 7: Bad Kuba on the cover of Cʦllection of Turk Melodies by 

Hassan Bey Zardabi (circa 1837ï1907) from the Russian State Library. 

(Photograph by the author, 2016.) 

 

 

Aĸiqᴅm gºzlᴅrinᴅ 

Vuruldum sºzlᴅrinᴅ 

Aĸiqᴅm gºzlᴅrinᴅ 

Vuruldum sºzlᴅrinᴅ 

¥z¿m ºz¿nᴅ qurban 

Gºzlᴅrim gºzlᴅrinᴅ 

ᴄdalē yar, nisgilli yar 

Onu burax, bana gᴅl 

Olurmu, yar? 

 

ᴄzizinᴅm, barama 

Qara teli darama 

ᴄzizimᴅm, barama 

Qara teli darama 

Sᴅnᴅ qurban olaram 

Yara vurma yarama 

ᴄdalē yar, nisgilli yar 

Onu burax, bana gᴅl 

Olurmu, yar? 

Ķki sevda ­ᴅkᴅnlᴅrin cᴅzasē var 

Ķki sevda ­ᴅkᴅnlᴅrin cᴅzasē var 

 

 

The same principle of sense-making united the 

movement-end-pause in one sense-generative event is 

evident in the traditional Azerbaijani dance: Amina Dilbazi 

(1919ï2010) ï the famous Azerbaijani folk dancer ï marks 

each plastic phrase by nºkte or noticeable head movement as 

a point at the end of the proposition. Her unique technique 

and dance style seem to reproduce the plastic images of the 

famous portraits of dancers from the Qajar palace of the late 

19th century. 

 All these facts, which could be considered as a 

reconceptualization of genre discourses, definitely destroy 

the concept of racial and linguistic superiority, which is still 

evident in ethnomusicology, as well as an attempt to revive 

Figure 8: Cover sheet of the Illustrated History of Music by Agalar 

Aliverdibekov (1880ï1953). Manuscripts Institute of National Academy 

of Sciences of Azerbaijan. (Photograph by the author, 2023.) 
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neo-colonial discourse, including the Iranian nationalist discourse that arose after Shah Mohammad 

Reza Pahlavi (1941ï1979) came to power. In the map of such world music history through the false 

concept of the ñIndo-European supracivilisational communityò, we do not find no Azerbaijan neither 

other countries people of which being speaking Altai, Uralic, Caucasus, and Afro-Asiatic language 

families (including Semitic and Turkic languages group) supposedly borrowed from ñIndo-

Europeansò not only their ability to sing but even their thought and consciousness, culture, and 

spirituality.  

Finally, I would like to remember that outstanding Azerbaijani intellectual Agalar 

Aliverdibekov (1880ï1953) has reconstructed at the beginning of the 20th century German 

historicism by including a chapter on Azerbaijan in his ñIllustrated History of Musicò written on the 

basis of famous Emil Naumannôs ñWorld History of Musicò. This was before the UNESCO program 

declared equality of world musical traditions at the end of the 1960s. Being the first manuscript in 

the Turkic languages written in Arabic script, Aliverdibekovôs history of music was such a 

conceptualization where there was also a place for Azerbaijan (Fig. 8).  

Unfortunately, this manuscript was not published due to World War II cataclysms and the 

authorôs early death. Only in 2005 a complete text of Aliverdibekov`s manuscript was published 

with Cyrillic transliteration at the Baku publishing house ñShushaò (Aliverdibekov, 2001). Its 

director Vasif Guliyev who had survived in 1993 in his native Shusha the ethnic cleansing by the 

Armenian occupation army preserved the names and photographs of even those few Armenians 

originally musicians who, together with Azerbaijani Turks participated in the performance of the 

Azerbaijani dastgah music at the turn between the 19th and 20th centuries.  

Although ñas a discipline, art history has acquired the ability and power to control and judge 

its boundaries, accept or reject people and objects, and teach and transfer values to others,ò (Nelson, 

1997: 28) the words of the great Uzeyir Hajibeyli remain constant in the endless change of 

approaches and theories. He said: çhϸr kϸs bilmϸdiyinin d¿ĸmϸnidirè or ñeveryone is an enemy of 

what they don't knowò (Hajibeyli, 2005: orally declared). 

Conclusion 

Considering Azerbaijan in the Map of Global History of Art through the genre discourses of 

music and dance, on the one hand, and unique Uzeyir Hajibeyliôs publication ñOn the music of 

Azerbaijani Turksò, on the other, it seems to be so necessary to bring the past to the present and 

understand the present through the past to see the blending of voices in its diversities and at the same 

time so simple form as responsorial singing at first so difficult distinguishing in vocal-instrumental 

forms of music-making in Azerbaijani traditional music. In Ashiq music represented at the same time 

in Yuĵ ritual, this is a question-responsorial structure alternately linking the voice and the instrument 

(saz). In Mugham music, this is a so delicate response of tar and kemancha trying to reproduce the 

outline of the vocal melodic line accurately. This list of genres, including the religious music of 

Azerbaijan, can be continued indefinitely, all of which preserve a unique melodic vocabulary and 

tradition of singing non-metrical melodies. I call it the rhetoric of lamentation, referring to the 

Sumerian word balaga, which originally referred to lyre and part of lament accompanied by a lyre 

and a choir. Later, the Arabs used this word to denote rhetoric as the science of eloquence (óilm al-

balaga), seeing in this grandiose phenomenon an act of interaction and communication ï this is one 

of the etymologies of the Arabic balaga. It is also interesting to remember that the Akkadian word 

bak¾ means ñto weepò7. Perhaps the noise of the rolling waves processes of those same adjacent non-

 
7  bak¾ ï to weep: http://sed-online.ru/words/22725 (30-09-2024). Last accessed 21st November, 2024. 
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hierarchical sound waves that washed the Baku fortress reminded the ancient man of crying?  
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THE MUSICAL DYNASTIES OF SHUSHA  

IN THE CONTEXT OF THE GENIUS LOCI THEORY  

The musical dynasties of Shusha are a unique phenomenon that requires deep understanding 

and study. The concentration of so many creative individuals in one small city located high in the 

mountains is both surprising and admiring. But in order to understand the nature of this phenomenon, 

it is necessary to study all cultural landscape, which was the foundation for the emergence of not only 

individual bright personalities, but entire dynastic chains that actively produced from generation to 

generation. We will try to look at this situation through the prism of the Genius Loci theory, which 

considers the creativity of an individual in a social, cultural, historical, and also geographical context. 

In our message, we consider only some of the surnames that played a significant role in the 

development of the musical culture of Azerbaijan: these are the family of Uzeyirbek Hajibeyli, 

Sadikhjan, Majid Behbudov, Mashadi Jamil Amirov, Badalbek Badalbeyli, Agalar Aliverdibeyov, 

Khan Shushinsky (pseudonym of Isfandiyar Javanshirov), Bulbul (pseudonym of Murtuza 

Mamedov), Zulfi  Adigezalov, Zakir Bagirov, Suleyman Aleskerov and Ashraf Abaasov. 

The poetic mejlises of Natavan, the scientific treatises of Mir  Mokhsumm Navvab, the literary 

activities of Najafbek Vezirov and Abdul Rahim bey Akhverdov, the educational activities of 

Akhmedbek Agayev and Kerimbek Mehmandarov are just some of the moments that created, 

nourished and saturated the cultural atmosphere of the city. 

As for the musical culture itself, its origins included such wonderful musicians as the scientist, 
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musicologist Mir Movsum Navvab, tar player, teacher of Sadikhjan Mirza Alasker Karabaghi, 

reformer of modern Azerbaijani tar Sadikhjan, the legendary khanende, composer and poet Jabbar 

Karyagdi and others. It is necessary to study all these factors separately and in interaction. Only such 

a comprehensive approach can bring us closer to understanding the phenomenon that manifested itself 

in Shusha. 

Keywords: Shusha, Karabakh, Musical Dynasties of Shusha, Genius Loci 
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WHY IT IS NECESSARY TO ESTABLISH A STUDY GROUP ON VOICE RESEARCH 

ACROSS MUSICAL TRADITIONS WITHIN ICTMD  

 

The human singing voice transcends mere sound; it is a vessel of emotion and intention, 

capable of stirring hearts and moving minds. When infused with mastery and passion, it becomes not 

just an expression of beauty, but a force that resonates deeply, compelling and uniting those who 

listen. Yet, its beauty is not solely a matter of artistry; it is a tapestry woven from intricate biological 

functions, acoustic nuances, psychological depth, physiological dynamics, cultural traditions, artistic 

interpretation, emotional resonance. While Western classical vocal research has explored these 

aspects extensively, traditional singing styles from diverse cultures have not received similar 

attention. The proposed Study Group on Voice Research Across Musical Traditions within ICTMD 

aims to bridge this research gap by extending our focus beyond Western traditions to the rich, 

uncharted realms of global vocal artistry. Although this study group has not yet been established, its 

goal is to act as a pivotal nexus, uniting researchers, performers, pedagogues, and scientists worldwide 

to explore traditional singing practices that have often been overlooked by mainstream research. Key 

objectives of the group include: 1) fostering interdisciplinary dialogue to understand diverse 

traditional vocal practices shaped by cultural, spiritual, and historical contexts; 2) integrating cutting-

edge medical technologies, including laryngeal imaging and acoustic analysis software, to develop 

innovative frameworks for studying, preserving, and teaching these traditions; and 3) bridging 

academic research with practical application to ensure that findings enrich both scholarship and the 

preservation of endangered vocal art forms. This initiative promises to elevate voice research within 

ICTMD and set a new benchmark for the study and preservation of diverse vocal arts. By promoting 

a global exchange of ideas, methodologies, and best practices, it aims to significantly enhance our 

understanding and appreciation of the worldôs vocal heritage. 

Keywords: Voice Research Group, ICTMD, traditional singing styles, cultural vocal 

practices, interdisciplinary collaboration, medical technologies, acoustic analysis 
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Introduction  

The establishment of the proposed Study Group on Voice Research Across Musical Traditions 

arises as a natural progression, responding to the evolving needs of the scientific community and the 

increasing recognition of the necessity for dedicated exploration in this specialised field. This 

initiative reflects the culmination of ongoing scholarly and practical developments and aims to 

integrate voice science with traditional pedagogy and vocal practices. The author brought forward 

this idea at the VI International Scientific Symposium "Space of Mugam" in 2023. Since then, it has 

garnered significant support from the Azerbaijan National Conservatory, the ICTMD President, 

Professor Svanibor Pettan, and the ICTMD Secretariat. 

To deepen the understanding of the human singing voice across diverse musical traditions, the 

establishment of the proposed Voice Research Study Group within ICTMD represents a 

transformative milestone. This initiative, currently under consideration of the Executive Board 

Committee on Study Groups, aspires to become a central hub for the accumulation and dissemination 

of knowledge essential to exploring the voice in its multifaceted glory across traditional vocal arts. 

To fully comprehend the complexity of vocal studies an interdisciplinary approach is vital. Our 

objective is to inspire collaboration among a spectrum of experts and practitioners, including: 

¶ Musicologists specializing in vocal traditions 

¶ Vocal pedagogues and teachers experienced in various styles 

¶ Speech-language pathologists and voice therapists involved in clinical and research settings 

¶ Medical professionals focused on otolaryngology and vocal health 

¶ Acousticians and engineers studying the acoustic properties of voice 

¶ Psychologists and cognitive scientists exploring voice perception and emotion 

¶ Anthropologists investigating the cultural and historical contexts of vocal practices 

¶ Performers eager to contribute their insights and experiences 

This initiative transcends mere academic endeavour; it is a commitment to fostering a dynamic 

dialogue that bridges artistic and scientific perspectives. The proposed Study Group aims to address 

the urgent need for a comprehensive, cross-cultural exploration of vocal practices. Unlike existing 

ICTMD study groups that cover a range of music and dance traditions, this group will concentrate 

exclusively on the voice, recognizing its unique role in preserving and transmitting traditional vocal 

musical heritage on a global scale. 

Innovation will be central to the proposed group's mission, guiding future research to address 

emerging challenges and opportunities in the studies of vocal traditions. This will involve leveraging 

advanced medical technologies such as magnetic resonance imaging, high-speed videoendoscopy, 

and acoustic analysis software. The proposed study group aims to facilitate global dialogue by 

connecting scholars and practitioners across cultures, fostering mutual respect and appreciation for 

diverse musical traditions. Additionally, it plans to disseminate findings widely through conferences, 

symposiums, and publications. Furthermore, the proposed group intends to focus efforts on 

safeguarding endangered vocal traditions, working to preserve these vital cultural expressions for 

future generations. 

Evolution of voice science: weaving history, pedagogy, and modern research 

The history of voice study reflects a gradual evolution from early philosophical observations 

in Ancient Greece to the scientific advancements of the 19th century. While early voice study focused 

on theoretical frameworks, later developments, especially with the invention of the laryngoscope by 

Manuel Patricio Rodr²guez Garc²a in 1854, offered more direct insights into vocal physiology, 
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shaping modern pedagogical practices. The integration of physiological understanding into vocal 

pedagogy, notably by figures like Giovanni Camillo Maffei and Manuel Garc²a, marked pivotal shifts 

in the field, combining artistic technique with scientific rigour [5, 7].  

As we transition into the 20th century and beyond, the landscape of vocal pedagogy and voice 

research underwent a profound transformation. The early 20th century marked the beginning of voice 

science as a distinct field, emerging from advancements in medical and acoustic technologies. A 

significant focus was placed on laryngeal biomechanicsðthe role of muscles around the vocal folds 

during singingðand how different singing styles affect vocal performance by altering how the vocal 

folds vibrate, how air is controlled and used, how the voice resonates in the body, and how the 

emotional intent is conveyed through the voice. These differences lead to distinct tonal qualities, 

technical challenges, and health considerations, especially if the voice is pushed beyond its limits. 

This scientific approach revolutionized vocal training, moving beyond traditional methods to 

explore the complex mechanics of voice production. Voice science and pedagogy have been 

significantly advanced through both theoretical and practical contributions of notable figures. Robert 

Thayer Sataloff, Ingo Titze, and Katherine Verdolini have been instrumental in bridging clinical 

practice with scientific research, particularly through their work on vocal health and the development 

of vocology [13, 23, 24]. Johan Sundbergôs research [18, 19, 20] on vocal acoustics and formants has 

expanded the understanding of voice production. Meanwhile, Donald Grey Miller and Richard 

Miller's works have merged vocal acoustics with pedagogical practice, emphasizing the importance 

of physiology in effective voice training [8, 9]. Paul Boersma, through his development of Praat 

software [2], has revolutionized voice analysis, providing essential tools for both linguistic and 

medical research, and advancing the study of vocal acoustics.  

Institutions such as The Voice Foundation (USA), the British Voice Association (UK), the 

Freiburg Institute for Musiciansô Medicine (Germany), and the World Voice Day Organization and 

many others exemplify global efforts to integrate scientific research and vocal artistry through 

education, collaboration, and innovation. Despite the existence of numerous voice organizations, 

institutions and laboratories, there remains a distinct need for a specialized study group focusing on 

voice research across traditional music within ICTMD. Moreover, while many study groups within 

ICTMD address various facets of traditional music, the proposed study group will uniquely study the 

singing voices in traditional music across global contexts from multiple angles applying an 

interdisciplinary approach. This specific focus distinguishes the study group, positioning it as a 

unique entity within the broader landscape of music research. The creation of this study group will 

thus contribute to advancing understanding in a niche area that is presently underexplored, ensuring 

a comprehensive approach to global musical traditions and vocal expression. 

Harnessing voice science and innovation for  global vocal tradition s: insights from 

preliminary studies on the ancient Azerbaijani mugham tradition 

Driven by a commitment to integrating modern practices in vocal pedagogy and voice science, 

over the past 15 years, the author has undertaken a pioneering journey to explore the unique vocal 

traditions of Azerbaijani mugham. The authorôs research transcends the boundaries of a mere 

academic contribution, it emerges as the culmination of an extensive and deeply reflective journey, 

embodying a profound commitment to advancing our understanding of vocal traditions on a global 

scale. Through her work, the author not only sheds light on the richness, diversity and uniqueness of 

traditional vocal music but also articulates the compelling need for establishing a dedicated study 
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group. By highlighting the author's efforts, this paper underscores how such initiatives can transform 

the understanding and preservation of intangible cultural heritage and inspire future scholarship. 

The authorôs research is distinguished by its focus on the physiological and acoustic properties 

of mugham singersô vocal mechanisms, advancing a body of knowledge by taking insights from 

Western-centric paradigms and introducing a broader perspective. The author undertook a live 

physiological and acoustic investigation of the voices of distinguished figures within the mugham 

singing tradition, Peopleôs Artistes of Azerbaijan, Alim Qasimov and Mansum Ibrahimov [15, 17]. 

Furthermore, she explored the voices of revered masters and key representatives of mugham art from 

previous generations based on commercially available recordings as a primary source for acoustic 

analysis to provide a comprehensive understanding of this rich vocal tradition [16]. Through this 

research, the author has demonstrated how voice science can uncover the intricate mechanics of 

traditional singing, providing insights that are vital for both academic inquiry and practical 

application. Her research exemplifies the potential of interdisciplinary collaboration to address gaps 

in the understanding of diverse vocal traditions, paving the way for a systematic approach to their 

study. 

The author adopted a multidisciplinary methodology, combining qualitative and quantitative 

approaches, applying advanced medical and acoustic technologies including high-speed video 

endoscopy, real-time dynamic Magnetic Resonance Imaging (MRI), and high-speed flexible 

fiberoptic nasopharyngolaryngoscopy, acoustic analysis software such as Praat, VoceVista, Sopran. 

This integration enabled the comprehensive and nuanced examination of acoustic properties and 

laryngeal biomechanics of Azerbaijani Mugham singers, providing empirical knowledge about their 

distinctive vocal phonation. Such findings not only advance theoretical understanding but also 

provide practical solutions for the challenges faced by practitioners of traditional music. To preserve 

the intangible cultural heritage, it is essential to combine traditional musical practices with 

contemporary scientific advancements. The authorôs research highlights the critical need for 

establishing a dedicated study group, a structured platform for collaboration, that will facilitate the 

ongoing study of vocal traditions. The proposed study group would contribute to strengthening the 

theoretical and practical foundations in the studies of vocal traditions while fostering cross-

disciplinary cooperation. Such an initiative is vital for ensuring that cultural heritage is transmitted 

accurately across generations.  

In 2019, the author orchestrated a ground-breaking scientific expedition to the University 

Medical Center Freiburg in Germany, marking a significant milestone in the study of Azerbaijani 

mugham singing [17]. This expedition was the first to employ real-time dynamic MRI technology to 

examine the vocal physiology of male and female mugham singers. The cutting-edge technology 

enabled continuous monitoring of laryngeal movement and voice production, providing valuable data 

on vocal fold dynamics and larynx positioning that were essential for understanding different vocal 

techniques and modes of singing. Once more it demonstrates the potential of advanced technologies 

to deepen our understanding of vocal traditions. Building on the knowledge and practice gained from 

the study, the author believes that vocal traditions require systematic, interdisciplinary exploration 

and thus, advocates for the creation of a dedicated study group. The proposed study group would 

serve as a nexus for experts in acoustics, pedagogy, musicology, and voice science, fostering 

innovative approaches and bridging gaps in current knowledge. The establishment of such a group is 

essential for preserving endangered vocal traditions and for ensuring that the study of vocal traditions 

becomes a recognized and well-supported field of inquiry.   

The authorôs extensive participation in international conferences, such as the International 
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Scientific and Practical Conference ñMusical Traditions in the Globalizing Worldò, the 30th Congress 

of the Union of European Phonologists, the 46th ICTMD World Conference, and ISME World 

Conference, Voice Istanbul International Conference held across Azerbaijan, Turkey, Russia, the 

USA, England, Portugal, Australia, Kyrgyzstan, and Uzbekistan, underscores her active 

communication on a global scale. In addition to her involvement in these conferences, the authorôs 

initiative and leadership in establishing the Voice Research Scientific Laboratory at the Azerbaijan 

National Conservatory demonstrate her deep commitment to advancing voice science in Azerbaijan. 

Inspired by these endeavors, she envisions the mission of the proposed study group as not only 

fostering collaboration among specialists from diverse relevant fields but also establishing strong 

connections with voice research institutions, centers, and laboratories worldwideðconnections that 

will be integral to the study group's success and its potential to achieve meaningful outcomes. 

Moreover, the authorôs contributions to the 2024 Joint Symposium "Echoes of Heritage: 

Navigating the Legacy of Music and Dance" in Baku, Azerbaijan, highlight both strategic planning 

and active engagement aimed at establishing a Study Group on Voice Research Across Musical 

Traditions within ICTMD. This event, which spanned from September 18 to 22, 2024, played a 

significant role in the effort to merge interdisciplinary scholarship and foster global collaboration in 

voice studies. As a member of the Local Organizing Committee the author advocated for the inclusion 

of the sub-section titled ñThe Phenomenon of the Singing Voice in Musical Traditions.ò The authorôs 

leadership in chairing the sub-section ñThe Phenomenon of the Singing Voice in Musical Traditionsò 

on September 20, 2024, exemplifies an ability to facilitate cross-cultural dialogue in voice research. 

The author also secured support from both the planning and local organizing committees to present 

this paper at a plenary session explaining the mission and vision of the envisioned study group and 

its potential contributions to ICTMD's concerns and voice studies across musical traditions. The 

plenary presentation delivered by the author is a noteworthy example of strategic communication 

with experts from various fieldsðranging from musicologists to clinicians, which underscores the 

authorôs comprehensive approach in emphasizing the significance of collaborative voice research for 

the preservation of traditional vocal practices. 

According to the symposium program, the resolution to support a wish for the establishment 

of the Study-Group-in-the-Making was adopted and signed. Mr. Abdullah Akat, Chair of the ICTMD 

Study Group on Music and Dance in the Turkic World, and Ms. Razia Sultanova, Chair of the ICTMD 

Study Group on Global History of Music and Dance, emphasized their strong support for the initiative 

and sent their letter of support.  

Many ICTMD members who presented their papers at the symposium have expressed strong 

interest in joining the proposed Study Group on Voice Research Across Musical Traditions once it is 

officially established. They recognize the importance of this initiative and view its creation as a timely 

and necessary step forward. The author has personally contacted numerous professional voice 

researchers, vocal pedagogues, singers, clinical practitioners, ethnomusicologists, and musicians 

from various organizations, encouraging them to express their interest. A comprehensive list of 

interested individuals, along with all necessary documentation, has been submitted by the author in 

support of her request for the status of Study Group-in-the-Making. 

Celebrating the legacy of vocal traditions: achievements and future vision for World 

Voice Day at ICTMD 

The celebration of World Voice Day at the Azerbaijan National Conservatory has grown into 
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an extraordinary platform for artistic and scholarly engagement, largely due to the visionary initiatives 

led by the author. Through a series of impactful events, including seminars, concerts, and workshops, 

the Conservatory pays tribute to the unparalleled beauty and complexity of the human voice, with a 

particular emphasis on the rich traditions of Azerbaijani mugham. 

Among these initiatives, ñThe Voice of Shusha ï The Voice of Azerbaijanò project stands out 

as a groundbreaking endeavor, conceptualized and spearheaded by the author [25]. Not only does this 

project commemorate World Voice Day, but it also serves as a profound tribute to Azerbaijanôs 

cultural heritage, especially the vocal art of the mugham tradition. Shusha, a symbol of cultural revival 

and historical memory, provided a unique platform for showcasing the interplay between traditional 

and modern scientific approaches to voice research. This initiative brought together an impressive 

assembly of scholars, singers, and specialists to explore and discuss the art of vocal mugham and the 

enduring legacy of Azerbaijanôs revered mugham singers (khanende). ñThe Voice of Shusha ï The 

Voice of Azerbaijanò project, launched in 2023, highlights one of the most notable achievements in 

the authorôs career. This event explored pedagogical approaches, merging traditional master-

apprentice methods with modern research and teaching techniques. Building upon this success, the 

project continued in 2024 with ñThe Voice of Shusha - The Voice of Azerbaijan II,ò a scientific-

practical conference and round table held on April 6-7. This event facilitated rich discussions on 

topics such as the legacy of Karabakh singers, the challenges of teaching mugham in contemporary 

contexts, and the critical importance of vocal health for Azerbaijani mugham singers.  

The celebration of World Voice Day in Shusha emphasized the importance of the voice not 

only as a physical and acoustic phenomenon but also as a carrier of cultural and historical identity. 

Looking ahead, if a study group on voice research under ICTMD is established, such events donôt 

have to be limited to one specific location. They can and should be held in other regions around the 

world with a rich heritage of traditional vocal art. This would enable the exploration of unique vocal 

traditions from diverse cultures while building bridges between communities, bringing together 

scholars, educators, and singers in their shared commitment to preserving and studying the distinctive 

traditions of vocal art. Each new region hosting these events would serve not only as a platform for 

dialogue but also as a source of inspiration, fostering discussions on the physiological, acoustic, 

ethnomusicological, and pedagogical aspects of traditional singing. 

 

The state of research on traditional vocal singing: a collaborative perspective 

Traditional singing across the world has been extensively studied, often from 

ethnomusicological, cultural, and historical perspectives, focusing on its role in identity and social 

functions. However, much of this research tends to remain within individual disciplines, which limits 

a full understanding of traditional vocal practices. Shahin Sharuhan, a Turkish researcher and 

Associate Professor at Duzce University's Faculty of Art, Design, and Architecture, Department of 

Music addresses the methodological gaps in studying non-operatic and traditional singing styles, 

particularly the lack of written resources in this field [12]. His research emphasizes the importance of 

various parameters, such as the singing formant, in understanding and preserving indigenous singing 

styles. He critically examines whether vocal techniques that create the singing formant are suitable 

for all traditional singing styles, advocating for careful consideration of this phenomenon in research 

methodologies. 

A collaborative, interdisciplinary approach is crucial to advancing studies on traditional 

singing styles. Integrating acoustics, physiology, psychology, pedagogy, and ethnomusicology offers 
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the potential to deepen our understanding of how traditional vocal techniques are produced and 

perceived across cultures. By fostering collaboration among these diverse fields, we can gain a more 

holistic view of traditional singing, which will enhance both its preservation and future study. 

Interdisciplinary research on traditional vocal music is limited but still emerging with studies 

such as include traditional art form of Peking Opera [21], Iranian Tahrir [4, 22], Ewenki traditional 

folk song [10], Croatian folk tradition [1], Kulning [6, 11], Azerbaijani mugham [14], etc.  

The International Council for Traditions of Music and Dance offers a truly unique and 

inspiring environment, where the study and preservation of global music and dance traditions are 

advanced through meaningful collaboration. It is this esteemed organization that has deeply resonated 

with my vision, and it is within its nurturing framework that I wish to establish the proposed study 

group, recognizing its profound commitment to fostering scholarship and safeguarding cultural 

heritage on a global scale. 

 

Preserving tonal identity: safeguarding traditional singing in a globalized world 

Another significant dimension of our discussion is the preservation of tonal concepts. This 

aspect is particularly pertinent to traditional art forms, many of which have been transmitted orally 

across generations. Unlike Western classical music, where theoretical frameworks are well-

documented, traditional singing often relies on the live experience and mastery of individual 

practitioners, with limited formal theory. 

In the context of globalization and the blending of diverse vocal styles, a critical question 

arises: how can we safeguard the unique tonal qualities that define traditional singing? Margaret 

Cusack, Professor of Voice Pedagogy and Chair of the Department of Performance Studies at 

Westminster Choir College of Rider University, addresses this issue in her article Tonal Concepts 

[3]. Cusack examines how classically trained singers navigating diverse stylesðfrom classical opera 

to Broadway musicalsðstruggle to maintain tonal balance and the integrity of their technique. She 

highlights that an overemphasis on contemporary, "speech-like" vocal styles can erode the 

authenticity of classical tonal essence, particularly when these modern styles are conflated with 

traditional academic ideals of sound production. 

Tonal concepts, which govern the use and understanding of musical tones and pitches, lie at 

the heart of both academic vocal performance and traditional singing practices. In traditional singing, 

these concepts are not mere technicalities; they often revolve around specific tonal qualities that 

define their unique character inherent to particular culture.  

In an age of globalization, singers are constantly inundated with diverse sounds from media, 

which are often unconsciously absorbed. This situation presents a profound philosophical dilemma: 

how can we preserve the essence and authenticity of traditional vocal practices and their tonal ideals 

in an era where multiple vocal styles intersect and blend with unprecedented ease? Singers' internal 

tonal idealsðonce firmly rooted, shaped, and crystallized in their cultural heritage are now at risk of 

dilution due to the shifting global sonic landscape. 

This critical question should be raised for researchers, educators, and, most importantly, the 

guardians of vocal traditions: Where should we draw the line between adaptation and preservation? 

How can we prevent traditional tonal identities from dissolving into the broader global musical 

stream? 
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In a world where the timeless voices of tradition are increasingly drowned by the noise of 

modernity, the need for the Voice Research Study Group within ICTMD has never been more urgent. 

This initiative stands as a beacon of hope a call to unite ethnomusicologists, vocal pedagogues, and 

medical experts, creating a sanctuary for the worldôs most vulnerable vocal traditions. Through this 

interdisciplinary collaboration, we can do more than just document these voices; we can safeguard 

the very essence of humanityôs shared musical heritage. By integrating scientific rigour with deep 

cultural reverence, we will not only preserve but also enrich the physiological, acoustic, and 

emotional dimensions that make these vocal traditions and voices irreplaceable.  

In accordance with ICTMD's founding vision and memorandum, the proposed study group 

will pave the way for preserving cultural legacies, integrating innovation thoughtfully, and fostering 

cross-cultural dialogue benefiting not only scholars but all who value the rich, diverse voices of our 

global heritage. 

 

Voices on the Brink: Safeguarding the Fragile Heritage of Traditional Vocal Arts 

The human voice, unparalleled in its intricacy, is a timeless vessel of human artistry, 

embodying a symphony of physiological, acoustic, and emotional dimensions. The vocal 

performance transcends mere anatomy; it is a living expression of the soul, where breath becomes the 

foundation of sound, posture shapes resonance, and phonation animates emotion. This instrument is 

not static it evolves with age, responds to daily life, and is shaped by countless forces, from the 

subtleties of nutrition to the fluctuations of mental state. Each nuance, from diction and articulation 

to the delicate vibrato that caresses a note, reveals an unspoken connection between the singer and 

their craft, a link forged by centuries of tradition and individual artistry.  Vocal health, alongside the 

boundless spectrum of styles from the soaring heights of opera to the primal, raw power of shamanic 

overtone singing; from the mesmerizing eloquence of Mugham to the crisp, echoing the beauty of 

Alpine yodeling; from the captivating complexity of Indian ragas to the haunting lullabies of Africa; 

from the rich, soulful traditions of the Americas to the ancient, untamed vocal sounds of the Turkic 

worldðunderscores the voiceôs extraordinary adaptability and the need to understand its varied 

needs. Researchers and educators, in their pursuit of knowledge, delve into its complexities, 

recognizing the voice as both a biological marvel and a sacred vessel for cultural expression. The 

ossification of vocal folds, cyclical variations in function, and the physicality of phonation all remind 

us of the voiceôs fragility and strength. As we move forward, driven by technological and scientific 

advancements, we deepen our understanding of this remarkable instrument, affirming its role not just 

as a tool of performance, but as a living, breathing embodiment of human tradition.  

Imagine a researcher venturing into the remotest corners of the world, seeking to uncover and 

document the unique traditional vocal arts that have been passed down through generations, yet never 

written down, never captured. Whether it be the vast expanses of African deserts, the dense rainforests 

of the Amazon, or the endless steppes of Siberia, the task is to preserve ancient vocal traditions before 

they fade into oblivion. And yet, fate intervenes. The researcher reaches the final custodian of this 

tradition ð the last bearer of a voice that holds centuries of meaning and memory. But the journey is 

fraught with challenges: financial constraints, lack of time, or even the passing of that very last 

individual. The ancient song is lost. And with it, a cultureôs essence, a civilizationôs soul, disappears 

forever. What have we truly lost? A single melody, a fleeting voice? Or an entire universe of sounds, 

emotions, and wisdom accumulated over centuries? Once gone, these voices, these traditions, cannot 

be reclaimed. They vanish, leaving silence where there was once resonance. 
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One researcher, brave and committed, might try to save a fragment, but can one person alone 

succeed in the face of such monumental loss? Is it not time to approach this crisis systematically, with 

a collective force of scientists, medical experts, ethnomusicologists, and acoustic researchers, to 

prevent the vanishing of these precious voices? Should we not act now, before more voices are lost 

to time, creating a united front to safeguard the songs, the expressions, and the very identity of the 

worldôs vocal heritage? 
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STROKES TO THE PORTRAIT OF UZEYIR HAJIBEYLI  

So much has been written and said about Uzeyir Hajibeyli in Azerbaijani media and scholarly 

writings that it seems there is no need to revisit this topic. Our musical science has made Hajibeyli 

something of a prophet: his public views, principles, his choice of artistic paths, and his theoretical 

teaching - all of this has been turned into almost a Koranic dogma that cannot be challenged or 

rethought. Nevertheless, in my speech, I will  dare to share some different vision of his early musical 

works, his contribution to national culture, and his personality, evaluating them from the standpoint 

of modern mentality. 

Hajibeyli's early work, his mugham operas, marked an artistic trend that met the cultural 

expectations of the national audience. It also turned out to be relevant for other Eastern countries 

where, as European musical traditions took root in the local musical culture, the problem of their 

cultural compatibility arose. Mugham operas showed the audience of that time one of the possible 

solutions to their cultural compatibility. I interpret this solution not quite as it is commonly thought. 

Another idea I intend to develop in my speech concerns the choice he made between personal 

artistic creativity and serving Azerbaijani culture. 

After the Soviet regime was established in Azerbaijan (1920), Hajibeyli had to spend most of 

his time building a new Azerbaijani musical culture, and this task obviously took away his creative 

energy. Hajibeyli may not have inwardly agreed with the Soviet regime, but this regime had a certain 

concept of cultural construction, many program goals of which coincided with his own public cultural 

ideas. Having been forced by circumstances into a situation of choice between public and personal, 

in this case, between serving national culture and personal artistic creativity, he, like the hero of 

classical dramas, chose service. 

Keywords: Uzeyir Hajibeyli, mugham operas, Azerbaijani musical culture, Soviet cultural 

policy, artistic creativity vs. cultural service, cultural compatibility 

 

ʆʙ ʋʟʝʠʨʝ ɻʘʜʞʠʙʝʡʣʠ ʥʘʧʠʩʘʥʦ ʠ ʩʢʘʟʘʥʦ ʫʞʝ ʜʦʩʪʘʪʦʯʥʦ ʤʥʦʛʦ, ʢʘʢ ʚ 

ʧʫʙʣʠʮʠʩʪʠʢʝ, ʪʘʢ ʠ ʚ ʤʫʟʳʢʦʚʝʜʯʝʩʢʠʭ ʨʘʙʦʪʘʭ. ʊʦ, ʯʪʦ  ̫ʥʘʤʝʨʝʥʘ ʚʳʩʢʘʟʘʪʴ ʚ ʵʪʦʡ ʩʪʘʪʴʝ, 

ʩʦʩʪʘʚʣʷʝʪ ʧʣʦʜ ʤʦʠʭ ʩʦʙʩʪʚʝʥʥʳʭ ʨʘʟʤʳʰʣʝʥʠʡ ʦʙ ʵʩʪʝʪʠʢʝ ʝʛʦ ʨʘʥʥʠʭ ʤʫʛʘʤʥʳʭ ʦʧʝʨ ʚ 

ʩʚʷʟʠ ʩ ʚʝʜʫʱʠʤʠ ʦʙʱʝʩʪʚʝʥʥʳʤʠ ʠʜʝʷʤʠ ʥʘʯʘʣʘ ʍʍ ʚʝʢʘ, ʦ ʝʛʦ ʦʙʱʝʩʪʚʝʥʥʦ-ʢʫʣʴʪʫʨʥʳʭ 

ʚʟʛʣʷʜʘʭ ʠ ʧʨʠʥʮʠʧʘʭ, ʢʦʪʦʨʳʝ ʧʦʟʚʦʣʠʣʠ ʝʤʫ, ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʤʫ ʘʨʠʩʪʦʢʨʘʪʫ, ʩʦʪʨʫʜʥʠʯʘʪʴ 

ʩ ʩʦʚʝʪʩʢʦʡ ʚʣʘʩʪʴʶ. ʀ, ʥʘʢʦʥʝʮ,  ̫ʭʦʯʫ ʧʦʧʳʪʘʪʴʩʷ ʦʮʝʥʠʪʴ ʝʛʦ ʚʢʣʘʜ ʚ ʘʟʝʨʙʘʡʜʞʘʥʩʢʫʶ 
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ʥʘʮʠʦʥʘʣʴʥʫʶ ʢʫʣʴʪʫʨʫ ʚ ʢʦʥʪʝʢʩʪʝ ʧʦʠʩʢʘ ʤʦʨʘʣʴʥʳʭ ʵʪʘʣʦʥʦʚ ʚ ʩʦʚʨʝʤʝʥʥʦʤ ʦʙʱʝʩʪʚʝ, ʚ 

ʪʦʤ ʯʠʩʣʝ, ʚ ʤʫʟʳʢʘʣʴʥʦʤ ʩʦʦʙʱʝʩʪʚʝ8.   

ʋʟʝʠʨʫ ɻʘʜʞʠʙʝʢʦʚʫ ʙʳʣʦ ʪʦʣʴʢʦ 23 ʛʦʜʘ, ʢʦʛʜʘ ʢ ʥʝʤʫ ʧʨʠʰʣʘ ʩʣʘʚʘ. ʇʝʨʚʳʡ ʞʝ ʝʛʦ, 

ʧʦ ʩʫʪʠ, ʣʶʙʠʪʝʣʴʩʢʠʡ, ʦʧʳʪ ʩʦʟʜʘʥʠʷ ʦʧʝʨʳ çʃʝʡʣʠ ʠ ʄʝʜʞʥʫʥè ʩʜʝʣʘʣ ʠʤʷ ɻʘʜʞʠʙʝʢʦʚʘ 

ʠʟʚʝʩʪʥʳʤ ʩʥʘʯʘʣʘ ʚ ɸʟʝʨʙʘʡʜʞʘʥʝ, ʟʘʪʝʤ ʥʘ ʚʩʸʤ ʂʘʚʢʘʟʝ, ʚ ʉʨʝʜʥʝʡ ɸʟʠʠ, ʀʨʘʥʝ. ʏʪʦ 

ʪʘʢʦʛʦ ʙʳʣʦ ʚ ʵʪʦʡ ʦʧʝʨʝ? ʏʝʤ ʦʙʲʷʩʥʷʣʘʩʴ ʪʘʢʘʷ ʰʠʨʦʢʘʷ ʧʦʧʫʣʷʨʥʦʩʪʴ ʢʘʢ ʦʧʝʨʳ, 

ʪʘʢ ʠ ʝʝ ʘʚʪʦʨʘ, ʥʘʯʠʥʘʶʱʝʛʦ ʢʦʤʧʦʟʠʪʦʨʘ?  

ʇʨʝʞʜʝ ʚʩʝʛʦ, ʥʫʞʥʦ ʧʨʠʟʥʘʪʴ, ʯʪʦ "ʃʝʡʣʠ ʠ ʄʝʜʞʥʫʥ" ʙʳʣʦ ʪʘʣʘʥʪʣʠʚʳʤ 

ʧʨʦʠʟʚʝʜʝʥʠʝʤ ʪʘʣʘʥʪʣʠʚʦʛʦ ʢʦʤʧʦʟʠʪʦʨʘ, ʥʝʚʘʞʥʦ, ʧʨʦʬʝʩʩʠʦʥʘʣʘ ʠʣʠ ʣʶʙʠʪʝʣʷ. ɺʦ-

ʚʪʦʨʳʭ, ʩʘʤʘ ʠʜʝʷ ʠʩʧʦʣʴʟʦʚʘʪʴ ʞʘʥʨ ʝʚʨʦʧʝʡʩʢʦʡ ʦʧʝʨʳ ʧʦʜʦʙʥʳʤ ʦʙʨʘʟʦʤ, ʪʦ ʝʩʪʴ 

ʩʢʨʝʩʪʠʪʴ ʩ ʥʝʡ ʤʫʛʘʤ, ʙʳʣʘ ʧʨʠʥʮʠʧʠʘʣʴʥʦ ʥʦʚʦʡ ʠ ʦʨʠʛʠʥʘʣʴʥʦʡ. ʀ, ʥʘʢʦʥʝʮ, ʩʘʤʘ 

ʢʫʣʴʪʫʨʥʦ-ʭʫʜʦʞʝʩʪʚʝʥʥʘʷ ʪʝʥʜʝʥʮʠʷ, ʦʙʦʟʥʘʯʠʚʰʘʷʩʷ ʚ ʵʪʦʤ ʧʨʦʠʟʚʝʜʝʥʠʠ ( ̫ʠʤʝʶ ʚ ʚʠʜʫ 

ʪʝʥʜʝʥʮʠʶ ʩʠʥʪʝʟʘ ʥʘʮʠʦʥʘʣʴʥʦʡ ʠ ʝʚʨʦʧʝʡʩʢʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʪʨʘʜʠʮʠʡ), ʦʪʚʝʪʠʣʘ 

ʦʙʱʝʩʪʚʝʥʥʦ-ʢʫʣʴʪʫʨʥʳʤ ʦʞʠʜʘʥʠʷʤ ʟʥʘʯʠʪʝʣʴʥʦʡ ʯʘʩʪʠ ʥʘʮʠʦʥʘʣʴʥʦʡ ʘʫʜʠʪʦʨʠʠ, ʧʨʠʯʸʤ 

ʥʝ ʪʦʣʴʢʦ ʚ ɸʟʝʨʙʘʡʜʞʘʥʝ. ʆʥʘ ʦʢʘʟʘʣʘʩʴ ʘʢʪʫʘʣʴʥʦʡ ʪʘʢʞʝ ʠ ʜʣʷ ʪʝʭ ʩʪʨʘʥ, ʛʜʝ ʧʦ ʤʝʨʝ 

ʫʢʦʨʝʥʝʥʠʷ ʚ ʤʝʩʪʥʦʡ ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʝ ʝʚʨʦʧʝʡʩʢʠʭ ʤʫʟʳʢʘʣʴʥʳʭ ʪʨʘʜʠʮʠʡ   ʚʦʟʥʠʢʘʣʘ 

ʧʨʦʙʣʝʤʘ ʠʭ ʢʫʣʴʪʫʨʥʦʡ ʩʦʚʤʝʩʪʠʤʦʩʪʠ. ʇʦʢʘʟʘʪʝʣʴʥʦ, ʯʪʦ ʨʘʥʥʝʝ ʪʚʦʨʯʝʩʪʚʦ ɻʘʜʞʠʙʝʢʦʚʘ, 

ʚ ʯʘʩʪʥʦʩʪʠ ʝʛʦ ʦʧʝʨʘ çʃʝʡʣʠ ʠ ʄʝʜʞʥʫʥè, ʩʪʘʣʘ ʤʦʜʝʣʴʶ ʜʣʷ ʨʷʜʘ ʧʦʜʦʙʥʳʭ ʧʨʦʠʟʚʝʜʝʥʠʡ 

ʦʧʝʨʥʦʛʦ ʞʘʥʨʘ, ʚʧʝʨʚʳʝ ʧʦʷʚʠʚʰʠʭʩʷ ʚ ʤʫʟʳʢʘʣʴʥʦʡ ʞʠʟʥʠ ʩʦʩʝʜʥʠʭ ʩʪʨʘʥ. ɿʜʝʩʴ ʤʦʞʥʦ, 

ʥʘʧʨʠʤʝʨ, ʥʘʟʚʘʪʴ ʦʧʝʨʫ çʈʘʩʪʘʭʠʟʝ ʉʘʣʘʪʳʥ-ʝ-ʀʨʘʥè, ʩʦʟʜʘʥʥʫʶ ʚ 1916 ʚ ʀʨʘʥʝ, ʦʧʝʨʳ 

çɺʦʩʩʪʘʥʠʝ ɹʦʩʝè (1939) ʠ çʃʝʡʣʠ ʠ ʄʝʜʞʥʫʥè (1944), ʧʦʩʪʘʚʣʝʥʥʳʝ ʚ ʊʘʜʞʠʢʠʩʪʘʥʝ, ʘ ʪʘʢʞʝ 

ʦʧʝʨʫ çʃʝʡʣʠ ʠ ʄʝʜʞʥʫʥè (1940), ʧʦʷʚʠʚʰʫʶʩʷ ʚ ʋʟʙʝʢʠʩʪʘʥʝ. 

ʅʘʯʘʣʦ XX ʚʝʢʘ ï ʧʝʨʠʦʜ ʥʘʠʙʦʣʴʰʝʛʦ ʚʣʠʷʥʠʷ ʝʚʨʦʧʦʮʝʥʪʨʠʩʪʩʢʠʭ ʪʝʥʜʝʥʮʠʡ ʚ 

ʤʠʨʦʚʦʡ ʢʫʣʴʪʫʨʝ; ʜʣʷ ʤʝʩʪʥʳʭ ʤʫʟʳʢʘʣʴʥʳʭ ʢʫʣʴʪʫʨ ɸʟʠʠ ʠʭ ʚʦʟʜʝʡʩʪʚʠʝ ʙʳʣʦ, ʚ ʠʟʚʝʩʪʥʦʤ 

ʩʤʳʩʣʝ, ʨʘʟʨʫʰʠʪʝʣʴʥʳʤ, ʧʦʪʦʤʫ ʯʪʦ ʵʪʦ ʩʦʟʜʘʚʘʣʦ ʧʨʦʙʣʝʤʫ ʩʪʠʣʠʩʪʠʯʝʩʢʦʡ 

ʥʝʦʜʥʦʨʦʜʥʦʩʪʠ ʷʟʳʢʘ ʢʫʣʴʪʫʨʳ.  

ɺ ɸʟʝʨʙʘʡʜʞʘʥʝ, ʥʘʯʠʥʘʷ ʩ ʧʦʩʣʝʜʥʝʡ ʪʨʝʪʠ XIX  ʚʝʢʘ ʜʦ ʧʝʨʚʳʭ ʜʝʩʷʪʠʣʝʪʠʡ XX ʚʝʢʘ, 

ʜʚʝ ʧʨʠʥʮʠʧʠʘʣʴʥʦ ʨʘʟʥʳʝ ʢʫʣʴʪʫʨʥʦ-ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʪʨʘʜʠʮʠʠ ʩʫʱʝʩʪʚʦʚʘʣʠ, ʧʨʘʢʪʠʯʝʩʢʠ, 

ʥʝ ʧʝʨʝʩʝʢʘʷʩʴ ʜʨʫʛ ʩ ʜʨʫʛʦʤ,9 ʠ ʵʪʦ ʨʘʩʢʘʣʳʚʘʣʦ ʢʫʣʴʪʫʨʥʦʝ ʝʜʠʥʩʪʚʦ ʦʙʱʝʩʪʚʘ. ʆʩʦʙʝʥʥʦ 

ʨʝʟʢʦ ɻ ʪʦ ʩʢʘʟʘʣʦʩʴ ʧʦʟʜʥʝʝ, ʫʞʝ ʚ 20-ʭ ʛʦʜʘʭ, ʢʦʛʜʘ ʧʨʦʪʠʚʦʩʪʦʷʥʠʝ ʨʘʟʣʠʯʥʳʭ ʦʙʱʝʩʪʚʝʥʥʳʭ 

ʛʨʫʧʧ ʚ ʚʦʧʨʦʩʝ ʚʳʙʦʨʘ ʧʫʪʠ ʢʫʣʴʪʫʨʥʦʛʦ ʨʘʟʚʠʪʠʷ ʩʪʨʘʥʳ, ʜʦʩʪʠʛʥʫʚ ʘʧʦʛʝʷ, ʚʳʧʣʝʩʥʫʣʦʩʴ 

ʚ ʠʟʚʝʩʪʥʦʡ ʧʦʣʝʤʠʢʝ ʥʘ ʩʪʨʘʥʠʮʘʭ ʘʟʝʨʙʘʡʜʞʘʥʩʢʠʭ ʛʘʟʝʪ. çʋʟʝʠʨ ɻʘʜʞʠʙʝʢʦʚ ʩʪʘʣ ʝʝ 

ʤʠʰʝʥʴʶ, ʩ ʦʜʥʦʡ ʩʪʦʨʦʥʳ, ʟʘ ʥʝʜʦʩʪʘʪʦʯʥʳʡ ʨʘʜʠʢʘʣʠʟʤ ʝʛʦ ʝʚʨʦʧʦʮʝʥʪʨʠʩʪʩʢʠʭ ʪʷʛʦʪʝʥʠʡ, 

ʘ ʩ ʜʨʫʛʦʡ ï ʟʘ ʥʝʜʦʩʪʘʪʦʯʥʳʡ ʢʦʥʩʝʨʚʘʪʠʟʤ ʝʛʦ ʦʪʥʦʰʝʥʠʷ ʢ ʥʘʮʠʦʥʘʣʴʥʦʡ ʢʫʣʴʪʫʨʝè. 

(ɹʘʛʠʨʦʚʘ, 2002) ʅʦ ʪɻʦ ʙʳʣʦ ʟʥʘʯʠʪʝʣʴʥʦ ʧʦʟʞʝ. ʊʦʛʜʘ ʞʝ, ʚ 1908 ʛʦʜʫ, ʚ ʛʦʜ ʧʝʨʚʦʡ 

ʧʦʩʪʘʥʦʚʢʠ ʦʧʝʨʳ çʃʝʡʣʠ ʠ ʄʝʜʞʥʫʥè ʘʟʝʨʙʘʡʜʞʘʥʩʢʘʷ ʦʙʱʝʩʪʚʝʥʥʦʩʪʴ, ʧʨʦʡʜʷ ʵʪʘʧ 

ʩʦʩʫʱʝʩʪʚʦʚʘʥʠʷ ʜʚʫʭ ʢʫʣʴʪʫʨ, ʥʘʭʦʜʠʣʘʩʴ ʚ ʦʞʠʜʘʥʠʠ ʢʘʢʦʛʦ-ʪʦ ʪʨʝʪʴʝʛʦ ʧʫʪʠ ʨʘʟʚʠʪʠʷ 

ʢʫʣʴʪʫʨʳ, ʢʦʪʦʨʳʡ ʧʝʨʝʜʦʚʘʷ ʯʘʩʪʴ ʦʙʱʝʩʪʚʘ ʚʠʜʝʣʘ ʚ ʩʠʥʪʝʟʝ ʝʚʨʦʧʝʡʩʢʦʛʦ ʠ ʥʘʮʠʦʥʘʣʴʥʦʛʦ, 

ʪʫʤʘʥʥʦ ʧʨʝʜʩʪʘʚʣʷʷ ʩʝʙʝ ʢʦʥʢʨʝʪʥʳʝ ʝ yʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʬʦʨʤʳ. ʆʧʝʨʘ "ʃʝʡʣʠ ʠ ʄʝʜʞʥʫʥ" 

ʚʧʝʨʚʳʝ ʧʦʢʘʟʘʣʘ ʚʦʟʤʦʞʥʦʩʪʴ, ʜʦʧʫʩʪʠʤʦʩʪʴ ʪʘʢʦʛʦ ʩʠʥʪʝʟʘ. ʄʝʪʴʶ ʆ`ɹʨʘʝʥ, ʦʜʠʥ ʠʟ 

 
8 ʄʥʦʛʠʝ ʚʦʧʨʦʩʳ, ʟʘʪʨʘʛʠʚʘʝʤʳʝ ʚ ʵʪʦʡ ʩʪʘʪʴʝ, ʫʞʝ ʧʦʜʥʠʤʘʣʠʩʴ ʤʥʦʡ ʚ ʨʷʜʝ ʤʦʠʭ ʨʘʥʥʠʭ ʨʘʙʦʪ, ʚ ʪʦʤ ʯʠʩʣʝ, 

ʚ ʤʦʝʡ ʧʝʨʚʦʡ ʩʪʘʪʴʝ, ʧʦʩʚʷʱʝʥʥʦʡ ʋʟʝʠʨʫ ɻʘʜʞʠʙʝʡʣʠ, ʚ ʩʪʘʪʴʝ çʕʪʶʜʳ ʦ ɻʘʜʞʠʙʝʢʦʚʝè, ʚʳʰʝʜʰʝʡ ʚ ʞʫʨʥʘʣʝ 

çʄʫʟʳʢʘʣʴʥʘʷ ʘʢʘʜʝʤʠʷè, ˉ 1(678), ʩʩ. 203ï206. ʄʦʩʢʚʘ, 2002 
9 ʊʝʤʘ çʢʫʣʴʪʫʨʥʦʛʦ ʜʚʫʷʟʳʯʠʷè ʥʝʦʜʥʦʢʨʘʪʥʦ ʧʦʜʥʠʤʘʣʘʩʴ ʘʚʪʦʨʦʤ ʥʘʩʪʦʷʱʝʡ ʩʪʘʪʴʠ ʚ ʜʨʫʛʠʭ ʩʚʦʠʭ ʨʘʙʦʪʘʭ, 

ʚʢʣʶʯʘʷ ʩʪʘʪʴʠ ʥʘ ʘʥʛʣʠʡʩʢʦʤ ʷʟʳʢʝ, ʦʧʫʙʣʠʢʦʚʘʥʥʳʝ ʚ ʟʘʨʫʙʝʞʥʳʭ ʞʫʨʥʘʣʘʭ ʠ ʥʘʫʯʥʳʭ ʩʙʦʨʥʠʢʘʭ. (Baghirova, 

2017, 2025) 
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ʥʝʤʥʦʛʠʭ ʦʙʲʝʢʪʠʚʥʳʭ ʟʘʧʘʜʥʳʭ ʠʩʩʣʝʜʦʚʘʪʝʣʝʡ ʪʚʦʨʯʝʩʪʚʘ ɻʘʜʞʠʙʝʡʣʠ, ʬʦʨʤʫʣʠʨʫʷ ʨʦʣʴ 

"ʃʝʡʣʠ ʠ ʄʝʜʞʥʫʥ" ʚ ʛʣʦʙʘʣʴʥʦʤ ʤʘʩʰʪʘʙʝ, ʚ ʠʩʪʦʨʠʠ ʤʠʨʦʚʦʡ ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ, 

ʧʠʩʘʣ, ʯʪʦ ʦʥʘ ʙʳʣʘ çʥʝ ʧʨʦʩʪʦ ʧʝʨʚʦʡ ʦʧʝʨʦʡ ʢʘʢʦʛʦ-ʪʦ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʛʦ ʢʦʤʧʦʟʠʪʦʨʘ, ʥʦ 

ʧʝʨʚʦʡ ʦʧʝʨʦʡ, ʢʦʛʜʘ-ʣʠʙʦ ʩʦʟʜʘʥʥʦʡ ʚ ʠʩʣʘʤʩʢʦʤ ʤʠʨʝè (7, 210)éʘ ʪʘʢʞʝ çʧʝʨʚʦʡ ʦʧʝʨʦʡ, ʚ 

ʢʦʪʦʨʦʡ ʙʳʣʘ ʩʜʝʣʘʥʘ ʧʦʧʳʪʢʘ ʩʦʝʜʠʥʠʪʴ ʠʜʝʘʣʳ ʟʘʧʘʜʥʦʡ ʦʧʝʨʳ ʩ ʪʨʘʜʠʮʠʦʥʥʳʤʠ 

ʚʦʩʪʦʯʥʳʤʠ ʩʧʦʩʦʙʘʤʠ ʤʫʟʳʢʘʣʴʥʦʛʦ ʪʚʦʨʯʝʩʪʚʘè (7, 212-213), ʠʣʠ, ʪʦʯʥʝʝ ʩʢʘʟʘʪʴ, ʚʚʝʩʪʠ ʚ 

ʝʚʨʦʧʝʡʩʢʠʡ ʞʘʥʨ ʦʧʝʨʳ ʘʟʝʨʙʘʡʜʞʘʥʩʢʫʶ ʪʨʘʜʠʮʠʦʥʥʫʶ ʤʫʟʳʢʘʣʴʥʫʶ ʣʝʢʩʠʢʫ. ʐʠʨʦʢʠʡ 

ʫʩʧʝʭ ʦʧʝʨʳ ʫ ʧʫʙʣʠʢʠ ʪʦʛʦ ʚʨʝʤʝʥʠ ʩʚʠʜʝʪʝʣʴʩʪʚʦʚʘʣ ʦ ʧʨʠʝʤʣʝʤʦʩʪʠ ʜʣʷ ʥʝʝ ʪʘʢʦʛʦ ʨʦʜʘ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʩʠʥʪʝʟʘ. ɺ ʩʫʱʥʦʩʪʠ, çʃʝʡʣʠ ʠ ʄʝʜʞʥʫʥè ʚʧʝʨʚʳʝ ʚʳʨʘʟʠʣʘ ʩʦʚʝʨʰʝʥʥʦ 

ʥʦʚʫʶ ʚ ʠʩʪʦʨʠʠ ʤʠʨʦʚʦʡ ʤʫʟʳʢʠ ʵʩʪʝʪʠʯʝʩʢʫʶ ʢʦʥʮʝʧʮʠʶ - ʠʜʝʶ ʩʠʥʪʝʟʘ ʤʫʟʳʢʘʣʴʥʳʭ 

ʪʨʘʜʠʮʠʡ ɺʦʩʪʦʢʘ ʠ ɿʘʧʘʜʘ.  

ʆʜʥʘʢʦ, ʝʩʣʠ ʨʘʩʩʤʘʪʨʠʚʘʪʴ çʃʝʡʣʠ ʠ ʄʝʜʞʥʫʥè ʚ ʜʨʫʛʦʡ ʪʦʯʢʠ ʟʨʝʥʠʷ, ʪʦ ʵʪʫ ʦʧʝʨʫ 

ʤʦʞʥʦ ʧʨʝʜʩʪʘʚʠʪʴ ʪʘʢʞʝ ʠ ʢʘʢ ʛʠʛʘʥʪʩʢʠʡ ʜʘʩʪʛʷʭ10 ʩ ʝʛʦ ʪʨʘʜʠʮʠʦʥʥʦʡ ʩʪʨʫʢʪʫʨʦʡ. 

ʅʘʧʨʠʤʝʨ, ʠʥʪʨʦʜʫʢʮʠʶ ʦʧʝʨʳ ʤʦʞʥʦ ʫʧʦʜʦʙʠʪʴ ʪʘʢʠʤ ʚʩʪʫʧʠʪʝʣʴʥʳʤ ʯʘʩʪʷʤ ʜʘʩʪʛʷʭʘ, ʢʘʢ 

ɼʝʨʘʤʝʜ ʠ ɹʝʨʜʘʰʪ, ʘ ʤʫʛʘʤʥʳʝ ʵʧʠʟʦʜʳ ʦʧʝʨʳ - ʤʫʛʘʤʥʳʤ ʯʘʩʪʷʤ (ʰʦʙʝ) ʚ ʜʘʩʪʛʷʭʝ, 

ʦʧʨʝʜʝʣʷʶʱʠʤ ʣʦʛʠʢʫ ʜʚʠʞʝʥʠʷ ʠ ʨʘʟʚʠʪʠʷ ʝʛʦ çʬʘʙʫʣʳè. ʀ ʥʘʢʦʥʝʮ, ʩʘʤʘ ʜʨʘʤʘʪʫʨʛʠʷ 

ʦʧʝʨʳ ʩʦʧʦʩʪʘʚʠʤʘ ʩ ʭʘʨʘʢʪʝʨʥʦʡ ʜʣʷ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʛʦ ʜʘʩʪʛʷʭʘ ʜʨʘʤʘʪʫʨʛʠʝʡ ʥʘʨʘʩʪʘʥʠʷ 

ʵʤʦʮʠʦʥʘʣʴʥʦʛʦ ʥʘʧʨʷʞʝʥʠʷ, ʜʦʩʪʠʛʘʶʱʝʛʦ ʩʚʦʝʡ ʢʫʣʴʤʠʥʘʮʠʠ ʚ ʢʦʥʮʝ ʧʨʦʠʟʚʝʜʝʥʠʷ. 

ɺ ʩʫʱʥʦʩʪʠ, ʟʜʝʩʴ ʦʧʝʨʥʘʷ ʬʦʨʤʘ ʚʳʩʪʫʧʘʝʪ ʢʘʢ ʩʨʝʜʩʪʚʦ ʪʝʘʪʨʘʣʠʟʘʮʠʠ ʤʫʛʘʤʥʦʛʦ 

ʜʘʩʪʛʷʭʘ, ʪʦ ʝʩʪʴ ʚ ʥʝʭʘʨʘʢʪʝʨʥʦʤ ʜʣʷ ʤʫʛʘʤʘ ʢʘʯʝʩʪʚʝ ʤʫʟʳʢʘʣʴʥʦ-ʪʝʘʪʨʘʣʴʥʦʛʦ ʞʘʥʨʘ. 

ʄʫʛʘʤ ï ʥʝ ʠʩʢʫʩʩʪʚʦ ʧʨʝʜʩʪʘʚʣʝʥʠʷ ʧʦ ʩʚʦʝʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʧʨʠʨʦʜʝ; ʵʪʦ - ʠʩʢʫʩʩʪʚʦ 

ʤʫʟʳʢʘʣʴʥʦʛʦ ʩʦʟʝʨʮʘʥʠʷ ʚ ʝʛʦ ʨʘʟʥʦʦʙʨʘʟʥʝʡʰʠʭ ʦʪʪʝʥʢʘʭ ʩ ʝʛʦ ʩʦʙʩʪʚʝʥʥʳʤʠ ʨʠʪʤʦʤ ʠ 

ʜʠʥʘʤʠʢʦʡ.  ʀ, ʥʘʢʦʥʝʮ, ʤʫʛʘʤʥʘʷ ʦʧʝʨʘ ʧʝʨʝʚʝʣʘ ʤʫʛʘʤ ʠʟ ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʜʣʷ ʥʝʛʦ ʢʘʤʝʨʥʦʛʦ 

ʞʘʥʨʘ ʚ ʤʘʩʩʦʚʳʡ, ʘ ʠʩʢʫʩʩʪʚʦ ʤʫʛʘʤʘ ʚ ʮʝʣʦʤ ʠʟ ʢʘʪʝʛʦʨʠʠ ʵʟʦʪʝʨʠʯʝʩʢʦʛʦ çʠʩʢʫʩʩʪʚʘ ʜʣʷ 

ʧʦʩʚʷʱʝʥʥʳʭè ʚ ʢʘʪʝʛʦʨʠʶ ʵʢʟʦʪʝʨʠʯʝʩʢʦʛʦ "ʠʩʢʫʩʩʪʚʘ ʜʣʷ ʚʩʝʭ". ʅʘʜʦ ʧʦʣʘʛʘʪʴ, ʵʪʠ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʨʝʟʫʣʴʪʘʪʳ ʚʳʭʦʜʠʣʠ ʟʘ ʨʘʤʢʠ ʩʦʙʩʪʚʝʥʥʦʛʦ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʟʘʤʳʩʣʘ 

ʤʦʣʦʜʦʛʦ ʢʦʤʧʦʟʠʪʦʨʘ, ʯʪʦ ʥʝ ʫʜʠʚʠʪʝʣʴʥʦ: ʤʝʞʜʫ ʦʩʦʟʥʘʥʥʳʤʠ ʪʚʦʨʯʝʩʢʠʤʠ ʥʘʤʝʨʝʥʠʷʤʠ 

ʭʫʜʦʞʥʠʢʘ, ʘ ʪʝʤ ʙʦʣʝʝ ʥʝʦʬʠʪʘ, ʠ ʢʦʥʝʯʥʳʤ ʨʝʟʫʣʴʪʘʪʦʤ, ʝʛʦ ʭʫʜʦʞʝʩʪʚʝʥʥʳʤ 

ʧʨʦʠʟʚʝʜʝʥʠʝʤ, ʚʩʝʛʜʘ ʩʫʱʝʩʪʚʫʝʪ ʙʦʣʴʰʦʝ ʧʦʣʝ ʙʝʩʩʦʟʥʘʪʝʣʴʥʦʛʦ ï ʩʤʫʪʥʳʭ ʠʤʧʫʣʴʩʦʚ, 

ʥʝʦʪʯʝʪʣʠʚʳʭ ʠʜʝʡ, ʧʦʙʫʞʜʝʥʠʡ ʠ ʚʣʠʷʥʠʡ. ʍʫʜʦʞʝʩʪʚʝʥʥʳʡ ʨʝʟʫʣʴʪʘʪ ʤʦʞʝʪ ʙʳʪʴ 

ʤʘʩʰʪʘʙʥʝʝ ʠʣʠ, ʥʘʦʙʦʨʦʪ, ʙʝʜʥʝʝ ʧʝʨʚʦʥʘʯʘʣʴʥʦʛʦ ʟʘʤʳʩʣʘ, ʘ ʥʝʨʝʜʢʦ ï ʚʳʨʘʞʝʥʠʝʤ 

ʧʦʜʩʦʟʥʘʪʝʣʴʥʳʭ ʪʷʛʦʪʝʥʠʡ ʭʫʜʦʞʥʠʢʘ ʚ ʙʦʣʴʰʝʡ ʩʪʝʧʝʥʠ, ʯʝʤ ʜʝʢʣʘʨʠʨʫʝʤʦʡ ʠʤ ʪʚʦʨʯʝʩʢʦʡ 

ʧʨʦʛʨʘʤʤʳ. 

ʇʦʩʣʝ çʃʝʡʣʠ ʠ ʄʝʜʞʥʫʥè ɻʘʜʞʠʙʝʡʣʠ ʥʘʧʠʩʘʣ ʝʱʝ ʥʝʩʢʦʣʴʢʦ ʤʫʛʘʤʥʳʭ ʦʧʝʨ. 

ʇʦʩʣʝʜʥʷʷ ʝʛʦ ʤʫʛʘʤʥʘʷ ʦʧʝʨʘ "ɻʘʨʫʥ ʠ ʃʝʡʣʘ" (1915) ʥʝ ʫʚʠʜʝʣʘ ʩʮʝʥʳ ʠ ʙʦʣʴʰʝ ʢ ʬʦʨʤʝ 

ʤʫʛʘʤʥʦʡ ʦʧʝʨʳ ʦʥ ʥʝ ʚʦʟʚʨʘʱʘʣʩʷ. ʇʦ-ʚʠʜʠʤʦʤʫ, ʦʥʘ ʠʩʯʝʨʧʘʣʘ ʜʣʷ ʥʝʛʦ ʩʚʦʠ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʚʦʟʤʦʞʥʦʩʪʠ.  ʊʦʧʪʘʪʴʩʷ ʥʘ ʤʝʩʪʝ ʦʥ ʥʝ ʭʦʪʝʣ, ʥʦ ʩʜʝʣʘʪʴ ʰʘʛ ʚʧʝʨʝʜ, ʢ 

ʧʦʣʥʦʮʝʥʥʦʡ ʚ ʝʛʦ ʧʦʥʠʤʘʥʠʠ, ʦʪʚʝʯʘʶʱʝʡ ʚʩʝʤ ʪʨʝʙʦʚʘʥʠʷʤ ʝʚʨʦʧʝʡʩʢʦʡ ʦʧʝʨʝ, ʦʥ, ʩʢʦʨʝʝ 

ʚʩʝʛʦ, ʥʝ ʙʳʣ ʛʦʪʦʚ ʚ ʪʚʦʨʯʝʩʢʦʤ ʦʪʥʦʰʝʥʠʠ. ʀʟʚʝʩʪʥʦ, ʯʪʦ ʩʚʦʶ ʨʘʙʦʪʫ ʥʘʜ ʦʧʝʨʦʡ çʂʸʨʦʛʣʫè 

 
10 ɼʘʩʪʛʷʭ ʷʚʣʷʝʪʩʷ ʦʜʥʦʡ ʠʟ ʢʨʫʧʥʳʭ ʬʦʨʤ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʪʨʘʜʠʮʠʦʥʥʦʡ ʢʣʘʩʩʠʯʝʩʢʦʡ ʤʫʟʳʢʠ. ɽʛʦ ʤʦʞʥʦ 

ʧʨʝʜʩʪʘʚʠʪʴ ʢʘʢ ʩʚʦʝʛʦ ʨʦʜʘ ʤʫʟʳʢʘʣʴʥʫʶ ʩʶʠʪʫ, ʤʫʟʳʢʘʣʴʥʳʡ ʮʠʢʣ, ʩʦʩʪʦʷʱʠʡ ʠʟ ʥʝʩʢʦʣʴʢʠʭ ʨʘʟʣʠʯʥʳʭ 

ʤʫʛʘʤʦʚ. ʀʩʪʦʨʠʯʝʩʢʠ ʜʘʩʪʛʘʭ ʩʬʦʨʤʠʨʦʚʘʣʩʷ ʢʘʢ ʧʦʣʠ-ʞʘʥʨʦʚʘʷ ʠ ʧʦʣʠ-ʣʘʜʦʚʘʷ ʢʦʤʧʦʟʠʮʠʷ (Baghirova, 1992, 

37-38). 
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ʦʥ ʥʘʯʘʣ ʪʦʣʴʢʦ ʚ 1932 ʛʦʜʫ. ɺ ʧʨʦʤʝʞʫʪʢʝ ʤʝʞʜʫ 1915 ʠ 1932 ʛʦʜʘʤʠ ɻʘʜʞʠʙʝʡʣʠ ʙʦʣʴʰʝ ʥʝ 

ʧʠʩʘʣ ʥʠ ʦʧʝʨ, ʥʠ ʢʘʢʠʭ-ʣʠʙʦ ʜʨʫʛʠʭ ʩʦʯʠʥʝʥʠʡ ʢʨʫʧʥʦʡ ʬʦʨʤʳ. ʆʧʝʨʘ "ʂʸʨʦʛʣʫ" ʙʳʣʘ 

ʟʘʢʦʥʯʝʥʘ ʠʤ ʚ 1936 ʛʦʜʫ ʠ ʧʦʩʪʘʚʣʝʥʘ ʥʘ ʩʮʝʥʝ ʚ ʩʣʝʜʫʶʱʝʤ 1937 ʛʦʜʫ. ʊʨʫʜʥʦ ʧʨʝʜʩʪʘʚʠʪʴ, 

ʯʪʦ ʛʝʥʠʶ ʢʦʤʧʦʟʠʪʦʨʘ ʪʨʝʙʦʚʘʣʦʩʴ ʦʢʦʣʦ ʜʚʘʜʮʘʪʠ ʣʝʪ, ʯʪʦʙʳ ʩʦʟʨʝʪʴ ʜʣʷ ʥʦʚʦʛʦ ɻ ʪʘʧʘ ʩʚʦʝʡ 

ʪʚʦʨʯʝʩʢʦʡ ɻ ʚʦʣʶʮʠʠ. ʆʥ ʤʦʛ ʧʦʜʦʡʪʠ ʢ ʥʝʤʫ ʛʦʨʘʟʜʦ ʨʘʥʴʰʝ, ʝʩʣʠ ʙ  rʩʦʩʨʝʜʦʪʦʯʠʣʩʷ ʪʦʣʴʢʦ 

ʥʘ ʢʦʤʧʦʟʠʪʦʨʩʢʦʤ ʪʚʦʨʯʝʩʪʚʝ. ʇʦʩʣʝ ʫʩʪʘʥʦʚʣʝʥʠʷ ʩʦʚʝʪʩʢʦʡ ʚʣʘʩʪʠ ʚ ɸʟʝʨʙʘʡʜʞʘʥʝ ʚ 1920 

ʛʦʜʫ ʝʤʫ ʧʨʠʰʣʦʩʴ ʚʦʟʛʣʘʚʠʪʴ ʩʪʨʦʠʪʝʣʴʩʪʚʦ ʥʦʚʦʡ, çʩʦʚʝʪʩʢʦʡè ʢʫʣʴʪʫʨʳ ʚ ʩʪʨʘʥʝ, ʠ ʢ ʵʪʦʡ 

ʦʙʱʝʩʪʚʝʥʥʦʡ ʟʘʜʘʯʝ ʦʥ ʦʪʥʸʩʩʷ ʩ ʧʦʣʥʦʡ ʠʩʢʨʝʥʥʦʩʪʴʶ, ʭʦʪʷ ʦʥʘ, ʦʯʝʚʠʜʥʳʤ ʦʙʨʘʟʦʤ, 

ʟʘʙʠʨʘʣʘ ʝʛʦ ʪʚʦʨʯʝʩʢʠʝ ʩʠʣʳ. ɹʳʣ ʣʠ ɻʘʜʞʠʙʝʡʣʠ ʚʥʫʪʨʝʥʥʝ ʩʦʛʣʘʩʝʥ ʩ ʩʦʚʝʪʩʢʠʤ ʨʝʞʠʤʦʤ? 

ʅʘ ʵʪʦʪ ʚʦʧʨʦʩ ʟʘʨʫʙʝʞʥʳʝ ʠʩʩʣʝʜʦʚʘʪʝʣʠ ʦʪʚʝʯʘʶʪ ʧʦ-ʨʘʟʥʦʤʫ. ʄʝʪʴʶ ʆ`ɹʨʘʡʝʥ, ʥʘʧʨʠʤʝʨ, 

ʨʘʟʤʳʰʣʷʷ ʥʘ ʵʪʫ ʪʝʤʫ ʧʠʰʝʪ, ʯʪʦ çʢʘʢʦʚʳ ʙ  rʥʠ ʙʳʣʠ ʩʚʷʟʠ ɻʘʜʞʠʙʝʢʦʚʘ ʩ ʧʨʦʪʠʚʥʠʢʘʤʠ 

ʙʦʣʴʰʝʚʠʩʪʩʢʦʛʦ ʟʘʭʚʘʪʘ ɸɼʈ, ʤʦʞʥʦ ʣʠʰʴ ʧʨʝʜʧʦʣʦʞʠʪʴ, ʯʪʦ ʚʩʢʦʨʝ ʦʥ ʥʘʰʸʣ ʦʙʱʠʡ ʷʟʳʢ 

ʩ ʥʦʚʦʡ ʚʣʘʩʪʴʶ. ʊʘʢʦʝ ʚʧʝʯʘʪʣʝʥʠʝ ʩʢʣʘʜʳʚʘʝʪʩʷ, ʫʯʠʪʳʚʘʷ ʤʘʩʰʪʘʙ ʝʛʦ ʫʯʘʩʪʠʷ ʚ 

ʦʨʛʘʥʠʟʘʮʠʠ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʘʣʴʥʦʡ ʞʠʟʥʠ ʚ ʧʦʩʣʝʜʫʶʱʠʝ ʜʝʩʷʪʠʣʝʪʠʷ. (é) ɺʧʦʣʥʝ 

ʚʝʨʦʷʪʥʦ, ʯʪʦ ɻʘʜʞʠʙʝʡʣʠ ʙʣʘʛʦʨʘʟʫʤʥʦ ʨʝʰʠʣ ʦʪʩʪʫʧʠʪʴ ʚ ʩʪʦʨʦʥʫ, ʯʪʦʙʳ ʦʙʝʟʦʧʘʩʠʪʴ ʩʝʙʷ 

ʠ ʩʜʝʣʘʪʴ ʩʝʙʷ ʧʦʣʝʟʥʳʤ ʥʦʚʦʤʫ ʨʝʞʠʤʫè (O`Brien, 115-116). ɺ ʜʨʫʛʦʤ ʤʝʩʪʝ ʵʪʦʡ ʩʪʘʪʴʠ 

ʠʩʩʣʝʜʦʚʘʪʝʣʴ ʜʦʧʫʩʢʘʝʪ, ʯʪʦ ʢʦʤʧʦʟʠʪʦʨ, çʚʦʟʤʦʞʥʦ, ʥʝ ʙʳʣ ʧʦʣʥʦʩʪʴʶ ʩʦʛʣʘʩʝʥ ʩ 

ʙʦʣʴʰʝʚʠʩʪʩʢʦʡ ʧʦʚʝʩʪʢʦʡè, ʥʦ ʦʥ çʦʯʝʥʴ ʧʨʦʥʠʮʘʪʝʣʴʥʦ ʫʚʠʜʝʣ ʚʦʟʤʦʞʥʦʩʪʴ 

ʚʦʩʧʦʣʴʟʦʚʘʪʴʩʷ ʩʦʚʝʪʩʢʦʡ ʧʦʣʠʪʠʢʦʡ ʧʦʧʫʣʷʨʠʟʘʮʠʠ ʢʫʣʴʪʫʨʳ ʩʨʝʜʠ ʤʘʩʩè. (ʪʘʤ ʞʝ) ɼʚʫʤʷ 

ʛʦʜʘʤʠ ʨʘʥʴʰʝ ʆ`ɹʨʘʝʥʘ  ̫ʚ ʩʚʦʝʡ ʩʪʘʪʴʝ ʜʣʷ çʄʫʟʳʢʘʣʴʥʦʡ ʘʢʘʜʝʤʠʠè ʧʠʩʘʣʘ: çɻʘʜʞʠʙʝʢʦʚ 

ʤʦʛ ʙʳʪʴ ʠʣʠ ʥʝ ʙʳʪʴ ʚʥʫʪʨʝʥʥʝ ʩʦʛʣʘʩʝʥ ʩ ʩʦʚʝʪʩʢʠʤ ʨʝʞʠʤʦʤ, ʥʦ ʵʪʦʪ ʨʝʞʠʤ ʠʤʝʣ 

ʦʧʨʝʜʝʣʝʥʥʫʶ ʢʦʥʮʝʧʮʠʶ ʢʫʣʴʪʫʨʥʦʛʦ ʩʪʨʦʠʪʝʣʴʩʪʚʘ, ʢʦʪʦʨʘʷ ʚʦ ʤʥʦʛʠʭ ʧʨʦʛʨʘʤʤʥʳʭ 

ʤʦʤʝʥʪʘʭ ʩʦʚʧʘʜʘʣʘ ʩ ʝʛʦ ʩʦʙʩʪʚʝʥʥʳʤʠ ʦʙʱʝʩʪʚʝʥʥʦ-ʢʫʣʴʪʫʨʥʳʤʠ ʠʜʝʷʤʠ. ʎʝʣʠ ʩʦʚʝʪʩʢʦʛʦ 

ʢʫʣʴʪʫʨʥʦʛʦ ʩʪʨʦʠʪʝʣʴʩʪʚʘ, ʚ ʦʩʦʙʝʥʥʦʩʪʠ ʥʘ ʥʘʯʘʣʴʥʦʤ ʵʪʘʧʝ, ʩʚʦʜʠʣʠʩʴ ʢ ʧʨʦʩʚʝʱʝʥʠʶ 

ʥʘʨʦʜʘ ʠ ʜʝʤʦʢʨʘʪʠʟʘʮʠʠ ʢʫʣʴʪʫʨʳ. ɺʩʧʦʤʥʠʤ ʪʘʢʠʝ ʟʥʘʤʝʥʠʪʳʝ ʩʦʚʝʪʩʢʠʝ ʣʦʟʫʥʛʠ, ʢʘʢ 

"ʂʫʣʴʪʫʨʫ ï ʚ ʤʘʩʩʳ", "ʀʩʢʫʩʩʪʚʦ ʧʨʠʥʘʜʣʝʞʠʪ ʥʘʨʦʜʫ". ʅʠ ʦʜʥʘ ʠʟ ʵʪʠʭ ʮʝʣʝʡ ʥʝ 

ʧʨʦʪʠʚʦʨʝʯʠʣʘ ʦʙʱʝʩʪʚʝʥʥʳʤ ʚʟʛʣʷʜʘʤ ɻʘʜʞʠʙʝʢʦʚʘ, ʢʘʢ ʥʝ ʧʨʦʪʠʚʦʨʝʯʠʣʠ ʢʦʥʢʨʝʪʥʳʝ 

ʟʘʜʘʯʠ, ʚʳʪʝʢʘʚʰʠʝ ʠʟ ʵʪʠʭ ʮʝʣʝʡ. ʈʘʩʧʨʦʩʪʨʘʥʝʥʠʝ ʤʫʟʳʢʘʣʴʥʦʡ ʛʨʘʤʦʪʥʦʩʪʠ ʩʨʝʜʠ 

ʘʟʝʨʙʘʡʜʞʘʥʮʝʚ, ʰʠʨʦʢʦʝ ʚʦʚʣʝʯʝʥʠʝ ʠʭ ʚ ʤʫʟʳʢʘʣʴʥʦ-ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʡ ʧʨʦʮʝʩʩ, ʦʪʢʨʳʪʠʝ 

ʥʘʮʠʦʥʘʣʴʥʳʭ ʤʫʟʳʢʘʣʴʥʳʭ ʰʢʦʣ ʠ ʧʨʦʯʝʝ ï ʚʩʝ ʵʪʦ ʦʪʚʝʯʘʣʦ ʧʨʝʜʩʪʘʚʣʝʥʠʷʤ ɻʘʜʞʠʙʝʢʦʚʘ 

ʦʙ ʦʙʱʝʩʪʚʝʥʥʦ ʥʝʦʙʭʦʜʠʤʳʭ ʟʘʜʘʯʘʭ ʚ ʦʙʣʘʩʪʠ ʢʫʣʴʪʫʨʳè (ɹʘʛʠʨʦʚʘ, 2002). 

ɼʨʫʛʠʤ ʘʩʧʝʢʪʦʤ ʩʦʚʝʪʩʢʦʛʦ ʢʫʣʴʪʫʨʥʦʛʦ ʨʘʟʚʠʪʠʷ ʙʳʣʘ ʠʥʪʝʛʨʘʮʠʷ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ 

ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ ʚ ʝʚʨʦʧʝʡʩʢʠʝ ʧʫʪʠ ʨʘʟʚʠʪʠʷ. ɻʘʜʞʠʙʝʡʣʠ ʝʱʸ ʜʦ ʩʦʚʝʪʠʟʘʮʠʠ 

ɸʟʝʨʙʘʡʜʞʘʥʘ ʚʳʩʪʫʧʘʣ ʩʪʦʨʦʥʥʠʢʦʤ ʵʪʦʡ ʠʜʝʠ ʠ ʘʢʪʠʚʥʦ ʧʨʦʜʚʠʛʘʣ ʝ y ʯʝʨʝʟ ʩʚʦʶ 

ʞʫʨʥʘʣʠʩʪʠʢʫ, ʜʨʘʤʘʪʫʨʛʠʶ ʠ ʤʫʟʳʢʘʣʴʥʳʝ ʩʦʯʠʥʝʥʠʷ. ʅʦ ʩʘʤʳʤ ʯʝʪʢʠʤ, ʩʚʦʝʛʦ ʨʦʜʘ 

çʧʨʦʛʨʘʤʤʥʳʤè ʚʳʩʪʫʧʣʝʥʠʝʤ ʚ ʟʘʱʠʪʫ ʵʪʦʡ ʧʦʟʠʮʠʠ ʙʳʣʘ ʝʛʦ ʩʪʘʪʴʷ 1921 ʛʦʜʘ 

çʄʫʟʳʢʘʣʴʥʦ-ʧʨʦʩʚʝʪʠʪʝʣʴʥʳʝ ʟʘʜʘʯʠ ɸʟʝʨʙʘʡʜʞʘʥʘ,11 ʚ ʢʦʪʦʨʦʡ ʢʦʤʧʦʟʠʪʦʨ ʧʦʜʨʦʙʥʦ 

ʪʝʦʨʝʪʠʯʝʩʢʠ ʦʙʦʩʥʦʚʘʣ ʚʘʞʥʦʩʪʴ ʠ ʜʘʞʝ ʥʝʦʙʭʦʜʠʤʦʩʪʴ ʠʟʫʯʝʥʠʷ ʘʟʝʨʙʘʡʜʞʘʥʮʘʤʠ 

ʝʚʨʦʧʝʡʩʢʦʡ ʤʫʟʳʢʠ. (ɻʘʜʞʠʙʝʢʦʚ, 1966) ɼʣʷ ɻʘʜʞʠʙʝʡʣʠ, ʯʴʠ ʦʙʱʝʩʪʚʝʥʥʦ-ʢʫʣʴʪʫʨʥʳʝ 

ʚʟʛʣʷʜʳ ʩʬʦʨʤʠʨʦʚʘʣʠʩʴ ʥʘ ʦʩʥʦʚʝ ʠʜʝʡ ʨʘʚʝʥʩʪʚʘ, ʩʚʦʙʦʜʳ ʯʝʣʦʚʝʯʝʩʢʦʡ ʣʠʯʥʦʩʪʠ, 

ʧʨʦʩʚʝʪʠʪʝʣʴʩʪʚʘ ʥʘʨʦʜʘ, ʩʦʮʠʘʣʴʥʦʛʦ ʧʨʦʛʨʝʩʩʘ, ʥʝ ʙʳʣʦ ʧʦʣʠʪʠʯʝʩʢʠʤ ʣʠʮʝʤʝʨʠʝʤ ʧʨʠʥʷʪʴ 

ʧʨʦʛʨʘʤʤʫ ʩʦʚʝʪʩʢʦʛʦ ʢʫʣʴʪʫʨʥʦʛʦ ʩʪʨʦʠʪʝʣʴʩʪʚʘ, ʧʦʪʦʤʫ ʯʪʦ ʚ ʝʝ ʦʩʥʦʚʝ ʣʝʞʘʣʠ, ʧʦ ʩʫʪʠ, ʪʝ 

ʞʝ, ʩʦʮʠʘʣ-ʜʝʤʦʢʨʘʪʠʯʝʩʢʠʝ ʧʨʠʥʮʠʧʳ, ʦʪʣʠʯʘʚʰʠʝ ʝʝ ʥʘ ʨʘʥʥʝʤ ʵʪʘʧʝ, ʚ 1920-ʝ ʛʦʜʳ. ʕʪʠ 

 
11 ʉʪʘʪʴʷ ʙʳʣʘ ʦʧʫʙʣʠʢʦʚʘʥʘ ʩʨʘʟʫ ʥʘ ʜʚʫʭ ʷʟʳʢʘʭ ð ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʤ ʠ ʨʫʩʩʢʦʤ.  
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ʧʨʠʥʮʠʧʳ ʠʟʤʝʥʠʣʠʩʴ ʧʦʩʣʝ 1929 ʛʦʜʘ, ʢʦʪʦʨʳʡ ʙʨʠʪʘʥʩʢʠʝ ʠʩʩʣʝʜʦʚʘʪʝʣʠ ʌʨʦʣʦʚʘ-ʋʦʣʢʝʨ 

ʠ ɼʞʦʥʘʪʘʥ ʋʦʣʢʝʨ ʥʘʟʳʚʘʶʪ ʛʦʜʦʤ çɺʝʣʠʢʦʛʦ ʧʝʨʝʣʦʤʘè ʚ ʩʦʚʝʪʩʢʦʡ ʢʫʣʴʪʫʨʝ: çɺ ʩʦʚʝʪʩʢʦʡ 

ʠʩʪʦʨʠʦʛʨʘʬʠʠ 1929 ʛʦʜ ʠʟʚʝʩʪʝʥ ʢʘʢ ʛʦʜ ɺʝʣʠʢʦʛʦ ʧʝʨʝʣʦʤʘ, ʥʦ ʩʦʚʝʪʩʢʠʝ ʠʩʪʦʨʠʠ ʤʫʟrʢʠ 

ʨʝʜʢʦ ʫʧʦʤʠʥʘʶʪ ʵʪʦʪ ʛʦʜ ʢʦʥʢʨʝʪʥʦ, ʧʦʩʢʦʣʴʢʫ ʥʝ ʙʳʣʦ ʟʥʘʯʠʤʳʭ ʧʘʨʪʠʡʥʳʭ ʨʝʰʝʥʠʡ, 

ʥʝʧʦʩʨʝʜʩʪʚʝʥʥʦ ʚʣʠʷʶʱʠʭ ʥʘ ʤʫʟʳʢʘʣʴʥʫʶ ʞʠʟʥʴ. ʊʝʤ ʥʝ ʤʝʥʝʝ, ʤʫʟʳʢʘʥʪʳ ʪʦʛʦ ʚʨʝʤʝʥʠ, 

ʙʝʟʫʩʣʦʚʥʦ, ʦʱʫʱʘʣʠ ʧʝʨʝʤʝʥʳè (Wakler and Frolova-Walker, 217). ʅʘʯʠʥʘʷ ʩ 1930-ʭ ʛʦʜʦʚ 

ʠʩʢʫʩʩʪʚʦ ʠ ʛʫʤʘʥʠʪʘʨʥʳʝ ʥʘʫʢʠ ʚ ʩʦʚʝʪʩʢʦʤ ʛʦʩʫʜʘʨʩʪʚʝ ʩʪʘʣʠ ʦʙʲʝʢʪʦʤ ʦʩʦʙʦʛʦ ʢʦʥʪʨʦʣʷ ʠ 

ʧʦʣʠʪʠʯʝʩʢʦʡ ʮʝʥʟʫʨʳ.  

ɺʦʧʨʦʩ ʦ ʧʦʜʣʠʥʥʦʤ ʦʪʥʦʰʝʥʠʠ ɻʘʜʞʠʙʝʡʣʠ ʢ ʜʠʢʪʘʪʫ ʠʜʝʦʣʦʛʠʠ ʥʘʜ ʪʚʦʨʯʝʩʢʦʡ 

ʩʚʦʙʦʜʦʡ ʭʫʜʦʞʥʠʢʘ ʥʠʢʦʛʜʘ ʧʨʝʞʜʝ ʥʝ ʩʪʘʚʠʣʩʷ ʚ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʘʣʴʥʦʡ ʥʘʫʢʝ. 

ʀʟʚʝʩʪʥʦ, ʯʪʦ ʩʦʚʝʪʩʢʘʷ ʢʫʣʴʪʫʨʥʘʷ ʜʦʢʪʨʠʥʘ 1930ï1940-ʭ ʛʦʜʦʚ ʦʩʥʦʚʳʚʘʣʘʩʴ ʥʘ ʪʘʢʠʭ 

ʢʣʶʯʝʚʳʭ ʠʜʝʦʣʦʛʠʯʝʩʢʠʭ ʫʩʪʘʥʦʚʢʘʭ, ʢʘʢ çʠʜʝʡʥʦʩʪʴ ʩʦʜʝʨʞʘʥʠʷ, ʥʘʨʦʜʥʦʩʪʴ ʠ ʧʘʨʪʠʡʥʦʩʪʴ 

ʠʩʢʫʩʩʪʚʘè. ʀʟ ʵʪʦʡ ʧʝʯʘʣʴʥʦ ʠʟʚʝʩʪʥʦʡ ʪʨʠʘʜʳ ɻʘʜʞʠʙʝʡʣʠ ʠʩʢʨʝʥʥʝ ʧʨʠʜʝʨʞʠʚʘʣʩʷ, 

ʧʦʞʘʣʫʡ, ʪʦʣʴʢʦ ʪʨʝʙʦʚʘʥʠʷ çʥʘʨʦʜʥʦʩʪʠ ʠʩʢʫʩʩʪʚʘè, ʪʘʢ ʢʘʢ ʦʥʘ ʙʳʣʘ ʜʣʷ ʥʝʛʦ ʯʝʤ-ʪʦ 

ʝʩʪʝʩʪʚʝʥʥʳʤ, ʥʝ ʪʨʝʙʫʶʱʠʤ ʪʚʦʨʯʝʩʢʦʛʦ ʧʨʠʥʫʞʜʝʥʠʷ, ʘʙʩʦʣʶʪʥʦ ʠʤʤʘʥʝʥʪʥʳʤ ʩʚʦʡʩʪʚʦʤ 

ʝʛʦ ʪʚʦʨʯʝʩʢʦʛʦ ʩʪʠʣʷ. ʆʜʥʘʢʦ ʩ ʪʨʝʙʦʚʘʥʠʝʤ çʠʜʝʡʥʦʩʪʠ ʠʩʢʫʩʩʪʚʘè ʫ ʥʝʛʦ ʙʳʣʦ ʙʦʣʴʰʝ 

ʩʣʦʞʥʦʩʪʝʡ.  ʉʘʤ ɻʘʜʞʠʙʝʢʦʚ ʧʨʠʥʘʜʣʝʞʘʣ ʢ ʪʦʤʫ ʪʠʧʫ ʭʫʜʦʞʥʠʢʦʚ, ʚ ʯʴʠʭ ʧʨʦʠʟʚʝʜʝʥʠʷʭ 

ʚʩʝʛʜʘ ʧʨʦʷʚʣʷʣʘʩʴ ʪʘ ʠʣʠ ʠʥʘʷ ʠʜʝʡʥʘʷ, ʦʙʱʝʩʪʚʝʥʥʘʷ ʧʦʟʠʮʠʷ. ʊʘʢ, ʥʘʧʨʠʤʝʨ, ʚ ʝʛʦ 

ʜʦʩʦʚʝʪʩʢʠʭ ʦʧʝʨʘʭ ʠ, ʦʩʦʙʝʥʥʦ, ʚ ʤʫʟʳʢʘʣʴʥʳʭ ʢʦʤʝʜʠʷʭ  ʥʘʭʦʜʠʣʠ ʩʚʦʝ ʧʨʦʷʚʣʝʥʠʝ ʠʜʝʠ 

ʩʚʦʙʦʜʳ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʞʝʥʱʠʥʳ, ʝʝ ʧʨʘʚʘ ʥʘ ʣʶʙʦʚʴ, ʥʘ ʩʚʦʙʦʜʥʳʡ ʚʳʙʦʨ ʩʚʦʝʛʦ ʧʘʨʪʥʝʨʘ 

(çʃʝʡʣʠ ʠ ʄʝʜʞʥʫʥè, çɸʨʰʠʥ ʤʘʣ ʘʣʘʥè) ʠʣʠ ʝʛʦ ʥʝʛʘʪʠʚʥʦʝ ʦʪʥʦʰʝʥʠʝ ʢ ʢʩʝʥʦʬʦʙʠʠ, ʢ 

ʨʝʣʠʛʠʦʟʥʦʡ ʠʣʠ ʥʘʮʠʦʥʘʣʴʥʦʡ ʥʝʪʝʨʧʠʤʦʩʪʠ (çɸʩʣʠ ʠ ʂʝʨʝʤè). ʆʜʥʘʢʦ ʩʦʚʝʪʩʢʦʝ 

ʪʨʝʙʦʚʘʥʠʝ çʠʜʝʡʥʦʩʪʠ ʠʩʢʫʩʩʪʚʘè ʧʦʜʨʘʟʫʤʝʚʘʣʦ ʥʝ ʩʪʦʣʴʢʦ ʩʦʜʝʨʞʘʪʝʣʴʥʦʩʪʠ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʧʨʦʠʟʚʝʜʝʥʠʷ, ʩʢʦʣʴʢʦ ʦʧʨʝʜʝʣʝʥʥʦʛʦ, ʠʜʝʦʣʦʛʠʯʝʩʢʠ çʟʘʜʘʥʥʦʛʦè 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʩʦʜʝʨʞʘʥʠʷ. ʅʘʧʨʠʤʝʨ, ʝʩʣʠ ʚ ʧʨʦʠʟʚʝʜʝʥʠʷʭ ʥʘ ʩʶʞʝʪ ʠʟ ʜʦʩʦʚʝʪʩʢʦʡ 

ʠʩʪʦʨʠʠ ʩʪʘʚʠʣʘʩʴ ʪʝʤʘ çʥʘʨʦʜʘ ʠ ʚʣʘʩʪʠè, ʪʦ ʟʜʝʩʴ ʦʞʠʜʘʣʦʩʴ, ʯʪʦ çʚʣʘʩʪʴè ʙʫʜʝʪ 

ʧʨʝʜʩʪʘʚʣʝʥʘ ʚ ʨʦʣʠ ʫʛʥʝʪʘʪʝʣʷ, ʘ çʥʘʨʦʜè ï ʢʘʢ ʞʝʨʪʚʘ ʫʛʥʝʪʝʥʠʷ. ʆʧʝʨʘ çʂʸʨʦʛʣʫè, ʢʘʟʘʣʦʩʴ 

ʙʳ, ʦʪʚʝʯʘʣʘ ɻ ʪʦʤʫ ʪʨʝʙʦʚʘʥʠʶ; ʚ ʥʝʡ, ʥʘ ʧʝʨʚʳʡ ʚʟʛʣʷʜ, ʪʝʤʘ ʧʨʦʪʠʚʦʩʪʦʷʥʠʷ ʥʘʨʦʜʘ ʠ ʚʣʘʩʪʠ 

ʨʝʰʝʥʘ ʠʤʝʥʥʦ ʚ ʪʘʢʦʤ ʢʣʶʯʝ. ʅʫʞʥʦ ʟʘʤʝʪʠʪʴ, ʯʪʦ ʚʦʦʙʱʝ ʧʦʥʠʤʘʥʠʝ ʠʜʝʡʥʦʛʦ ʩʦʜʝʨʞʘʥʠʷ 

ʦʧʝʨʳ ʢʘʢ ʯʠʩʪʦ çʩʦʚʝʪʩʢʦʛʦè ʧʨʦʠʟʚʝʜʝʥʠʷ ʟʘʢʨʝʧʠʣʘʩʴ ʚ ʩʦʚʝʪʩʢʦʡ ʥʘʫʯʥʦʡ ʣʠʪʝʨʘʪʫʨʝ. 

ɸʟʝʨʙʘʡʜʞʘʥʩʢʠʡ ʤʫʟʳʢʦʚʝʜ ʃʝʡʣʘ ɸʙʜʫʣʣʘʝʚʘ ʩʧʨʘʚʝʜʣʠʚʦ ʧʠʰʝʪ, ʯʪʦ çʩʦʚʨʝʤʝʥʥʦʝ 

ʧʨʦʯʪʝʥʠʝ ʦʧʝʨʳ ʪʨʝʙʫʝʪ, ʧʨʝʞʜʝ ʚʩʝʛʦ, ʦʪʢʘʟʘ ʦʪ ʢʣʠʰʝ, ʧʨʦʯʥʦ ʫʪʚʝʨʜʠʚʰʠʭʩʷ ʠ ʚ 

ʟʨʠʪʝʣʴʩʢʦʤ ʚʦʩʧʨʠʷʪʠʠ, ʠ ʚ ʤʫʟʳʢʦʚʝʜʝʥʠʠ. çʂʸʨʦʛʣʳè ʵʪʦ ʢʘʩʘʝʪʩʷ ʢʘʢ ʥʠʢʘʢʦʡ ʜʨʫʛʦʡ 

ʦʧʝʨʳ: ʩʦʟʜʘʥʥʘʷ ʚ ʛʦʜʳ ʩʪʘʣʠʥʱʠʥʳ ʠ ʧʨʠʟʚʘʥʥʘʷ ʚʦʧʣʦʪʠʪʴ ʚʩʝ ʜʦʛʤʘʪʳ ʩʦʚʝʪʩʢʦʡ 

ʠʜʝʦʣʦʛʠʠ, ʦʥʘ ʧʦʣʫʯʠʣʘ ʩʦʦʪʚʝʪʩʪʚʫʶʱʫʶ ʠʜʝʡʥʫʶ ʪʨʘʢʪʦʚʢʫ ʩʦ ʩʪʦʨʦʥʳ ʝʝ 

ʠʥʪʝʨʧʨʝʪʘʪʦʨʦʚ (ʢʘʢ ʤʫʟʳʢʘʣʴʥʳʭ ʢʨʠʪʠʢʦʚ, ʪʘʢ ʠ ʨʝʞʠʩʩʝʨʦʚ). ɹʦʨʴʙʘ ʥʘʨʦʜʘ, 

ʚʦʟʛʣʘʚʣʷʝʤʦʛʦ ʙʝʩʩʪʨʘʰʥʳʤ ʛʝʨʦʝʤ, ʩ ʫʛʥʝʪʘʪʝʣʷʤʠ-ʭʘʥʘʤʠ ï ʪʘʢʦʚʘ ʬʘʙʫʣʘ, ʠ ʩ ʵʪʠʤ ʥʠʢʪʦ 

ʥʝ ʩʦʙʠʨʘʝʪʩʷ ʩʧʦʨʠʪʴ. ʅʦ ʜʨʫʛʦʡ ʬʘʢʪ ʩʦʩʪʦʠʪ ʚ ʪʦʤ, ʯʪʦ ʢʘʢ ʚ ʣʶʙʦʤ ʦʧʝʨʥʦʤ ʰʝʜʝʚʨʝ, ʵʪʘ 

ʩʦʙʳʪʠʡʥʘʷ ʢʘʥʚʘ ʩʪʘʣʘ ʣʠʰʴ ʧʦʚʦʜʦʤ ʢ ʩʦʟʜʘʥʠʶ ʚʳʩʦʢʦʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʪʝʢʩʪʘ, ʧʦʣʥʦʛʦ 

ʤʥʦʞʝʩʪʚʘ ʩʢʨʳʪʳʭ ʩʤʳʩʣʦʚ ʠ ʤʝʪʘʬʦʨè (ɸʙʜʫʣʣʘʝʚʘ, 2023, ʩ 6). ʊʘʢ, ʥʘʧʨʠʤʝʨ, ʦʥʘ 

ʦʙʥʘʨʫʞʠʚʘʝʪ, ʯʪʦ ʚ ʦʧʝʨʝ ʦʜʥʠ ʠ ʪʝ ʞʝ ʠʥʪʦʥʘʮʠʠ, ʩʝʤʘʥʪʠʯʝʩʢʠʡ ʩʤʳʩʣ ʢʦʪʦʨʳʭ ʤʦʞʥʦ 

ʦʧʨʝʜʝʣʠʪʴ ʢʘʢ ʠʥʪʦʥʘʮʠʠ çʩʠʣʳ, ʚʣʘʩʪʠ, ʚʦʣʠ ʢ ʧʦʙʝʜʝè, ʧʨʠʩʫʪʩʪʚʫʶʪ ʦʜʠʥʘʢʦʚʦ ʚ ʦʙʨʘʟʘʭ 

ʥʘʨʦʜʘ ʠ ʚʣʘʩʪʠ, ʯʪʦ ʧʨʠʜʘʝʪ ʪʝʤʝ ʧʨʦʪʠʚʦʩʪʦʷʥʠʷ ʥʘʨʦʜʘ ʠ ʚʣʘʩʪʠ ʠʥʦʡ ʧʦʜʪʝʢʩʪ. ʇʦ ʝʝ 
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ʤʥʝʥʠʶ, çʘʥʘʣʠʟ ʤʫʟʳʢʘʣʴʥʦʡ ʜʨʘʤʘʪʫʨʛʠʠ ʦʧʝʨʳ çʂʸʨʦʛʣʫè ʦʪʢʨʳʚʘʝʪ ʚʦʟʤʦʞʥʦʩʪʴ ʥʦʚʦʛʦ 

ʧʦʜʭʦʜʘ ʢ ʢʦʥʮʝʧʮʠʠ ʧʨʦʠʟʚʝʜʝʥʠʷ. ɺ ʩʦʚʝʪʩʢʦʡ ʤʫʟʳʢʦʚʝʜʯʝʩʢʦʡ ʪʨʘʜʠʮʠʠ ʵʪʘ ʦʧʝʨʘ 

ʭʘʨʘʢʪʝʨʠʟʦʚʘʣʘʩʴ ʪʝʤʦʡ ʙʦʨʴʙʳ ʥʘʨʦʜʘ ʟʘ ʩʚʦʙʦʜʫ. ɺ ʪʦ ʞʝ ʚʨʝʤʷ ʠʥʪʦʥʘʮʠʦʥʥʘʷ 

ʜʨʘʤʘʪʫʨʛʠʷ ʧʦʟʚʦʣʷʝʪ ʥʘʤ ʦʧʨʝʜʝʣʠʪʴ ʪʝʤʫ ʦʧʝʨʳ ʢʘʢ çʬʝʥʦʤʝʥ ʥʘʨʦʜʥʦʛʦ ʙʫʥʪʘ: ʬʦʨʤʫʣʘ 

ʫʩʧʝʭʘè.12 ʇʦ ʩʫʪʠ,  ʥʘʨʦʜ ʠ ʚʣʘʩʪʴ ʚ ʦʧʝʨʝ çʂʸʨʦʛʣʫè ʧʨʝʜʩʪʘʶʪ ʢʘʢ ʜʚʝ ʨʘʚʥʳʝ ʩʠʣʳ, 

ʠʤʝʶʱʠʝ ʦʜʠʥʘʢʦʚʳʝ ʮʝʣʠ, ʠ ʧʨʠʚʳʯʥʘʷ ʠʥʪʝʨʧʨʝʪʘʮʠʷ ʠʭ ʚʟʘʠʤʦʦʪʥʦʰʝʥʠʡ ʢʘʢ çʫʛʥʝʪʘʪʝʣʷ 

ʠ ʫʛʥʝʪʝʥʥʦʛʦè ʚ ʩʚʝʪʝ ʙʦʣʝʝ ʛʣʫʙʦʢʦʛʦ ʘʥʘʣʠʟʘ ʠʥʪʦʥʘʮʠʦʥʥʦʡ ʜʨʘʤʘʪʫʨʛʠʠ ʦʧʝʨʳ ʥʘʯʠʥʘʝʪ 

ʚʳʛʣʷʜʝʪ ɹʥʝ ʩʪʦʣʴ ʫʞ ʙʝʩʩʧʦʨʥʦʡ.  

ʗ ʜʫʤʘʶ, ʯʪʦ ʚ ʧʦʥʠʤʘʥʠʠ çʠʜʝʡʥʦʩʪʠ ʠʩʢʫʩʩʪʚʘè ʧʦʟʠʮʠʷ ɻʘʜʞʠʙʝʢʦʚʘ ʥʝ ʠʤʝʣʘ 

ʥʠʯʝʛʦ ʦʙʱʝʛʦ ʩ ʩʦʚʝʪʩʢʦʡ ʜʦʢʪʨʠʥʦʡ ʠ, ʣʠʰʴ ʫʯʠʪʳʚʘʷ ʫʩʣʦʚʠʷ ʪʦʛʦ ʚʨʝʤʝʥʠ, ʦʥʘ ʥʝ 

ʚʳʨʘʞʘʣʘʩʴ ʠʤ ʦʪʢʨʳʪʦ.                           

ʏʪʦ ʞʝ ʢʘʩʘʝʪʩʷ, ʥʘʢʦʥʝʮ, ʪʨʝʙʦʚʘʥʠʷ çʧʘʨʪʠʡʥʦʩʪʠ ʠʩʢʫʩʩʪʚʘè, ʥʘʠʙʦʣʝʝ ʘʙʩʫʨʜʥʦʛʦ, 

ʠʜʫʱʝʛʦ ʚʨʘʟʨʝʟ ʩ ʩʘʤʦʡ ʧʨʠʨʦʜʦʡ ʪʚʦʨʯʝʩʢʦʛʦ ʧʨʦʮʝʩʩʘ, ʪʦ ʦʥʦ, ʥʝʩʦʤʥʝʥʥʦ, ʥʝ ʤʦʛʣʦ ʙʳʪʴ 

ʠʩʢʨʝʥʥʝ ʧʦʜʜʝʨʞʘʥʦ ʭʫʜʦʞʥʠʢʦʤ ʪʘʢʦʛʦ ʤʘʩʰʪʘʙʘ, ʢʘʢ ɻʘʜʞʠʙʝʢʦʚ. 

ʈʘʟʤʳʰʣʷʷ ʦ ʤʝʩʪʝ ɻʘʜʞʠʙʝʢʦʚʘ ʚ ʩʠʩʪʝʤʝ ʩʦʚʝʪʩʢʦʡ ʢʫʣʴʪʫʨʳ,  ̫ʩʢʣʦʥʷʶʩʴ ʢ ʪʦʤʫ, 

ʯʪʦ ʦʙʱʝʩʪʚʝʥʥʦ-ʢʫʣʴʪʫʨʥʳʝ ʚʟʛʣʷʜʳ ɻʘʜʞʠʙʝʢʦʚʘ ʚ ʮʝʣʦʤ ʤʦʛʣʠ ʧʦʟʚʦʣʠʪʴ ʝʤʫ ʧʨʠʥʷʪʴ 

ʢʦʥʮʝʧʮʠʶ ʢʫʣʴʪʫʨʥʦʛʦ ʩʪʨʦʠʪʝʣʴʩʪʚʘ, ʧʨʝʜʣʦʞʝʥʥʫʶ ʩʦʚʝʪʩʢʠʤ ʨʝʞʠʤʦʤ, ʠʣʠ, ʧʦ ʢʨʘʡʥʝʡ 

ʤʝʨʝ, ʧʨʠʥʷʪʴ ʚ ʵʪʦʡ ʩʠʩʪʝʤʝ ʪʦ ʟʜʦʨʦʚʦʝ, ʯʪʦ ʙʳʣʦ ʚ ʥʝʡ ʚ ʧʝʨʚʳʝ ʜʝʩʷʪʠʣʝʪʠʷ ʉʦʚʝʪʩʢʦʡ 

ʚʣʘʩʪʠ.   ɺʦʟʤʦʞʥʦ, ʦʥ ʙ  rʧʨʝʜʧʦʯʝʣ ʙʫʨʞʫʘʟʥʫʶ ʨʝʚʦʣʶʮʠʶ ʧʨʦʣʝʪʘʨʩʢʦʡ, ʥʦ ʧʨʦʣʝʪʘʨʩʢʦʝ 

ʛʦʩʫʜʘʨʩʪʚʦ ʧʨʝʜʣʦʞʠʣʦ ʝʤʫ ʚʦʟʛʣʘʚʠʪʴ ʩʪʨʦʠʪʝʣʴʩʪʚʦ ʥʦʚʦʡ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʢʫʣʴʪʫʨʳ, ʠ 

ʵʪʦ ʙʳʣʦ ʧʨʝʜʣʦʞʝʥʠʝʤ, ʦʪ ʢʦʪʦʨʦʛʦ ʦʥ ʥʝ ʩʤʦʛ (ʠʣʠ ʥʝ ʟʘʭʦʪʝʣ?) ʦʪʢʘʟʘʪʴʩʷ. ʅʠʢʘʢʠʭ ʦʩʦʙʳʭ 

ʚʳʛʦʜ ʦʥʦ ʥʝ ʧʨʠʥʝʩʣʦ ɻʘʜʞʠʙʝʢʦʚʫ, ʨʘʟʚʝ ʯʪʦ ʨʠʩʢʦʚʘʥʥʫʶ ʙʣʠʟʦʩʪʴ ʢ ʩʦʚʝʪʩʢʦʡ 

ʧʦʣʠʪʠʯʝʩʢʦʡ ʚʝʨʭʫʰʢʝ ʠ ʨʦʣʴ "ʧʘʪʨʠʘʨʭʘ" ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʩʦʚʝʪʩʢʦʡ ʤʫʟʳʢʘʣʴʥʦʡ 

ʢʫʣʴʪʫʨʳ, ʨʦʣʴ, ʢʦʪʦʨʘʷ, ʢʘʢ ʧʨʘʚʠʣʦ, ʠʩʪʦʱʘʝʪ ʪʚʦʨʯʝʩʢʫʶ ʵʥʝʨʛʠʶ ʭʫʜʦʞʥʠʢʘ.  

 ʅʘ ʜʨʫʛʫʶ ʯʘʰʫ ʚʝʩʦʚ ʙʳʣʠ ʧʦʣʦʞʝʥʳ 20 ʣʝʪ ʪʚʦʨʯʝʩʢʦʡ ʙʠʦʛʨʘʬʠʠ, ʧʦʪʨʘʯʝʥʥʳʝ, 

ʧʦ ʙʦʣʴʰʦʤʫ ʩʯʝʪʫ, ʥʝ ʥʘ ʪʚʦʨʯʝʩʪʚʦ. ɼʚʘʜʮʘʪʴ ʣʝʪ ð ʵʪʦ, ʚʦʟʤʦʞʥʦ, ʥʝ ʩʪʦʣʴ 

ʧʨʦʜʦʣʞʠʪʝʣʴʥʳʡ ʩʨʦʢ ʜʣʷ ʟʘʜʘʯʠ ʩʪʨʦʠʪʝʣʴʩʪʚʘ ʥʦʚʦʡ ʢʫʣʴʪʫʨʳ ʚ ʩʪʨʘʥʝ, ʦʜʥʘʢʦ ʜʣʷ 

ʪʚʦʨʯʝʩʢʦʡ ʙʠʦʛʨʘʬʠʠ ʦʪʜʝʣʴʥʦʛʦ ʯʝʣʦʚʝʢʘ ʵʪʦ ʚʝʩʴʤʘ ʟʥʘʯʠʪʝʣʴʥʳʡ ʧʝʨʠʦʜ, ʠ ʪʘʢʘʷ ʞʝʨʪʚʘ 

ʥʝ ʤʦʛʣʘ ʙʳʪʴ ʧʨʠʥʝʩʝʥʘ ʨʘʜʠ ʘʤʙʠʮʠʡ. 

ʆ ʚʢʣʘʜʝ ɻʘʜʞʠʙʝʡʣʠ ʚ ʘʟʝʨʙʘʡʜʞʘʥʩʢʫʶ ʥʘʮʠʦʥʘʣʴʥʫʶ ʢʫʣʴʪʫʨʫ ʥʘʧʠʩʘʥʦ ʠ ʩʢʘʟʘʥʦ 

ʥʝʤʘʣʦ, ʦʜʥʘʢʦ ʝʩʣʠ ʨʘʩʩʤʘʪʨʠʚʘʪʴ ʵʪʦʪ ʚʢʣʘʜ ʩ ʥʨʘʚʩʪʚʝʥʥʦʡ ʪʦʯʢʠ ʟʨʝʥʠʷ, ʢʘʢ ʤʦʨʘʣʴʥʳʡ 

ʚʳʙʦʨ ʭʫʜʦʞʥʠʢʘ, ʢʘʢ ʤʝʨʫ ʝʛʦ ʩʣʫʞʝʥʠʷ ʢʫʣʴʪʫʨʝ, ʪʦ ʣʠʯʥʦʩʪʴ ɻʘʜʞʠʙʝʡʣʠ ʧʨʝʜʩʪʘʝʪ 

ʚʳʜʘʶʱʝʡʩʷ ʥʝ ʪʦʣʴʢʦ ʚ ʨʘʤʢʘʭ ʥʘʮʠʦʥʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ, ʥʦ ʠ ʚ ʙʦʣʝʝ ʰʠʨʦʢʦʤ ʢʦʥʪʝʢʩʪʝ 

ʤʠʨʦʚʦʡ ʤʫʟʳʢʘʣʴʥʦʡ ʠʩʪʦʨʠʠ. 

ɿʘʢʣʶʯʝʥʠʝ 

ʈʘʥʥʠʝ ʧʨʦʠʟʚʝʜʝʥʠʷ ɻʘʜʞʠʙʝʡʣʠ ʠ, ʚ ʧʝʨʚʫʶ ʦʯʝʨʝʜʴ ʝʛʦ ʦʧʝʨʘ çʃʝʡʣʠ ʠ ʄʝʜʞʥʫʥè, 

ʦʪʚʝʪʠʣʠ ʢʫʣʴʪʫʨʥʳʤ ʦʞʠʜʘʥʠʷʤ ʥʘʮʠʦʥʘʣʴʥʦʡ ʘʫʜʠʪʦʨʠʠ, ʚʤʝʩʪʝ ʩ ʪʝʤ ʚ ʥʘʯʘʣʝ ʍʍ ʚʝʢʘ ʦʥʠ 

ʙʳʣʠ ʘʢʪʫʘʣʴʥʳ ʪʘʢʞʝ ʠ ʜʣʷ ʨʷʜʘ ʜʨʫʛʠʭ ʩʪʨʘʥ ɺʦʩʪʦʢʘ. ɻʘʜʞʠʙʝʡʣʠ ʩʪʘʣ ʧʝʨʚʳʤ ʚ ʠʩʪʦʨʠʠ 

ʤʠʨʦʚʦʡ ʤʫʟʳʢʠ ʢʦʤʧʦʟʠʪʦʨʦʤ, ʧʨʝʜʧʨʠʥʷʚʰʠʤ ʧʦʧʳʪʢʫ ʚʳʚʝʩʪʠ ʪʨʘʜʠʮʠʦʥʥʫʶ ʚʦʩʪʦʯʥʫʶ 

(ʚ ʯʘʩʪʥʦʩʪʠ, ʘʟʝʨʙʘʡʜʞʘʥʩʢʫʶ) ʤʫʟʳʢʫ ʟʘ ʧʨʝʜʝʣʳ ʝ yʧʨʠʚʳʯʥʳʭ ʢʫʣʴʪʫʨʥʳʭ ʛʨʘʥʠʮ ʠ 

ʩʦʝʜʠʥʠʪʴ ʜʚʘ ʤʫʟʳʢʘʣʴʥʳʭ ʤʠʨʘ - ɺʦʩʪʦʢ ʠ ɿʘʧʘʜ. ʇʦʩʣʝ ʫʩʪʘʥʦʚʣʝʥʠʷ ʩʦʚʝʪʩʢʦʡ ʚʣʘʩʪʠ ʚ 

ɸʟʝʨʙʘʡʜʞʘʥʝ ʚ 1920 ʛʦʜʫ ɻʘʜʞʠʙʝʡʣʠ ʙʳʣ ʚʳʥʫʞʜʝʥ ʩʦʪʨʫʜʥʠʯʘʪʴ ʩ ʥʦʚʳʤʠ ʚʣʘʩʪʷʤʠ. ɺʨʷʜ 

 
12 ʕʪʦ ʮʠʪʘʪʘ ʠʟ ʝʸ ʚʳʩʪʫʧʣʝʥʠʷ ʥʘ ʤʝʞʜʫʥʘʨʦʜʥʦʡ ʢʦʥʬʝʨʝʥʮʠʠ çʆʪ ɸʰʳʛʘ ɸʣʝʩʢʝʨʘ ʜʦ ʋʟʝʠʨʘ ɻʘʜʞʠʙʝʡʣʠ: 

ʢʫʣʴʪʫʨʥʳʝ ʢʦʜʳ ʪʶʨʢʩʢʦʛʦ ʤʠʨʘè (ɹʘʢʫ, 25ï26 ʩʝʥʪʷʙʨʷ 2025 ʛʦʜʘ). 
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ʣʠ ʦʥ ʚʥʫʪʨʝʥʥʝ ʙʳʣ ʩʦʛʣʘʩʝʥ ʩ ʩʦʚʝʪʩʢʠʤ ʨʝʞʠʤʦʤ, ʥʦ ʵʪʦʪ ʨʝʞʠʤ ʠʤʝʣ ʦʧʨʝʜʝʣʝʥʥʫʶ 

ʢʦʥʮʝʧʮʠʶ ʢʫʣʴʪʫʨʥʦʛʦ ʩʪʨʦʠʪʝʣʴʩʪʚʘ, ʢʦʪʦʨʘʷ ʚʦ ʤʥʦʛʠʭ ʧʨʦʛʨʘʤʤʥʳʭ ʤʦʤʝʥʪʘʭ ʩʦʚʧʘʜʘʣʘ 

ʩ ʝʛʦ ʩʦʙʩʪʚʝʥʥʳʤʠ ʦʙʱʝʩʪʚʝʥʥʦ-ʢʫʣʴʪʫʨʥʳʤʠ ʠʜʝʷʤʠ. 
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UZEYIR HAJIBEYLI: A VIEW FROM THE 21 st CENTURY 

Abstract: This article examines the creative legacy of Uzeyir Hajibeyli from the vantage point 

of the twenty-first century, interpreting his oeuvre within both national and transnational cultural 

processes. Moving beyond traditional classifications, the study foregrounds the conceptual and 

aesthetic innovations through which Hajibeyli reconciled oral-professional musical traditions with 

European compositional principles in the cultural environment of the twentieth century. The opera 

Leyli and Majnun is presented as a turning point in the formation of a new musical model, while The 

Principles of Azerbaijani Folk Music is interpreted as its theoretical foundation. Despite having 

emerged during a politically complex historical moment, the opera Koroghlu (1937) is analyzed 
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primarily through its high artistic qualities, independent of ideological interpretations. The study also 

addresses the broad regional resonance of Hajibeyliôs works across the TurkicïMuslim world, their 

formative role in the development of regional musical theatre, and the global reception and 

appropriation history of the operetta Arshin Mal Alan. Ultimately, Hajibeyli emerges as a creative 

model that continues to guide modern musical thinking: his legacy appears with greater clarity and 

wholeness through the cultural lens of the twenty-first century.  

Keywords: Uzeyir Hajibeyli, EastïWest musical synthesis, oral-professional tradition, 

recontextualization, Azerbaijani composed music, transregional cultural exchange, TurkicïMuslim 

musical heritage, Koroghlu, Arshin Mal Alan reception 

AXUNDOVA-DADAķZADϷ, Z¿mr¿d 

Sᴅnᴅtĸ¿naslēq ¿zrᴅ fᴅlsᴅfᴅ doktoru,  

¦zeyir Hacēbᴅyli adēna Bakē Musiqi Akademiyasēnēn ñMusiqi 

tarixiò kafedrasēnēn professoru 

Bakē, Azᴅrbaycan 

¦ZEYIR HACIBᴄYLĶ: XXI ᴄSRDᴄN BAXIķ 

 

X¿lasᴅ: Mᴅqalᴅdᴅ ¦zeyir Hacēbᴅyli yaradēcēlēĵē XXI ᴅsrin baxēĸ bucaĵēndan araĸdērēlēr: onun 

irsi hᴅm milli, hᴅm dᴅ transmilli mᴅdᴅni proseslᴅr kontekstindᴅ dᴅyᴅrlᴅndirilir. Tᴅdqiqat ᴅnᴅnᴅvi 

yanaĸmalardan kᴅnara ­ēxaraq, Hacēbᴅylinin XX ᴅsrin mᴅdᴅni m¿hitindᴅ ĸifahi-peĸᴅkar musiqi 

ᴅnᴅnᴅlᴅrini Avropa kompozisiya prinsiplᴅri ilᴅ uzlaĸdērmaĵa imkan verᴅn konseptual vᴅ estetik 

yeniliklᴅrini ºn plana ­ᴅkir. ñLeyli vᴅ Mᴅcnunò operasē yeni musiqi modelinin tᴅĸᴅkk¿l¿ndᴅ dºn¿ĸ 

nºqtᴅsi, ñAzᴅrbaycan xalq musiqisinin ᴅsaslarēò isᴅ bu modelin nᴅzᴅri b¿nºvrᴅsi kimi tᴅqdim olunur. 

M¿rᴅkkᴅb tarixi ĸᴅraitdᴅ yaranmasēna baxmayaraq, ñKoroĵluò operasēnēn (1937) ideoloji 

y¿klᴅnmᴅdᴅn kᴅnarda duran y¿ksᴅk bᴅdii keyfiyyᴅtlᴅri vurĵulanēr. Tᴅdqiqat hᴅm­inin Hacēbᴅylinin 

ᴅsᴅrlᴅrinin t¿rkïm¿sᴅlman coĵrafiyasēnda yaratdēĵē geniĸ rezonansē, regional musiqi teatrēnēn 

formalaĸmasēna tᴅsirini vᴅ ñArĸēn mal alanò operettasēnēn qlobal miqyasda qazandēĵē ĸºhrᴅt vᴅ 

mᴅnimsᴅnilmᴅ tarixini nᴅzᴅrdᴅn ke­irir. Sonucda, Hacēbᴅyli XXI ᴅsrdᴅ dᴅ musiqi tᴅfᴅkk¿r¿n¿ 

istiqamᴅtlᴅndirmᴅkdᴅ davam edᴅn yaradēcē model kimi tᴅqdim olunur. 

A­ar sºzlᴅr: ¦zeyir Hacēbϸyli, ķϸrqïQϸrb musiqi sintezi, ĸifahi ϸnϸnϸli professional musiqi, 

rekontekstuallaĸdērma, Azϸrbaycan bϸstϸkarlēq mϸktϸbi, transmilli mϸdϸni m¿badilϸ, t¿rkïm¿sϸlman 

musiqi irsi, ñKoroĵluò, ñArĸēn mal alanò 

 

Speaking about Uzeyir Hajibeyli13 is at once easy and difficult. It is easy to rely on familiar 

factsðhis canonical status, his role as founder, classic, and reformerðbut such simplification risks 

dulling the freshness and individuality of his creative image. With time, ritualization inevitably 

envelops great figures, distancing them from the living dynamism and semantic richness that 

originally defined their presence in national culture. The result can be a symbolic silhouetteð

recognizable yet lacking vitality. 

From the vantage point of the twenty-first century, a different task arises: how does such a 

monumental figure appear to us today, in 2025? What can be said about his position within the broader 

landscape of world music? 

                             

 
13 The composerôs surname appears in different forms in various sources. During the Russian Empire and Soviet periods, 

it was written as Hajibeyov (Gadzhibekov) in accordance with Russian orthographic conventions, whereas the restored 

Azerbaijani spelling Hajibeyli is used today. In quotations from historical documents, the original spelling is preserved.  
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                         The Early Twentieth Century Context 

                              

The late nineteenth and early twentieth centuries witnessed a rapid modernization process in 

Azerbaijan, unfolding against the backdrop of profound historical upheavals and unprecedented 

economic growth. This transformation generated deep structural changes within the cultural sphere. 

Education, publishing, and theatre emerged as key instruments of social modernization and 

ideological reorientation. All of this took place amid intense intellectual disputes and ideological 

searching, which made the reconciliation of seemingly incompatible ñoppositesòðnational, religious, 

culturalðan urgent necessity.  

Without question, Uzeyir Bey14 was one of the exceptional figures capable of bridging such 

divergent poles. His formation as both a major public and political thinker and a pioneering composer 

took place against sweeping historical transformations: the Revolution of 1905ï1907, the February 

Revolution of 1917, the establishment of the Azerbaijan Democratic Republic, and later the complex 

experiment of building the Soviet state.  

He was among the first to engage seriously with the famous triad ñTurkify, Islamicize, 

Modernizeò, and he proclaimed with confidence that ñour one-year-old state will soon become the 

refuge of Turkdom, the sanctuary of Islam, and a respected member of the world of cultureò [1, 207]. 

In an era defined by the collision of competing political systems and ideological projects, Hajibeyliôs 

genius lay in his ability to construct a bridge between the ethical values of the East and the Islamic 

world, on the one hand, and the aesthetic and intellectual impulses of European modernity, on the 

other. His proposals were not merely reactive but genuinely creative and future-oriented.  

 

                  ñLeyli and Majnunò: A New Musical Paradigm 

 

The 1908 staging of Leyli and Majnun was not simply the birth of a new genre in Azerbaijani 

music; it marked a revolution in musical thinking. At a time when Azerbaijan had neither trained 

opera singers, nor a symphonic orchestra, nor an audience accustomed to European forms, the twenty-

two-year-old Hajibeyliôs decision to create ñsomething resembling an operaò was an act of 

remarkable creative will and foresight. 

The work emerged amid fierce debates between conservatives, who defended the inviolability 

of national heritage, and modernists, who dismissed traditional music as an obstacle to progress. 

Against this polarization, Hajibeyli proposed a third path: a synthesis of national musical thinking 

with European compositional principles ð a model of inter-genre dialogue and intercultural 

reconciliation. Zemtsovskyôs metaphor of the composer as a ñmediumò through whom diverse 

stylistic currents converge aptly captures Hajibeyliôs position at the center of this cultural whirlwind 

[2, 31]. 

Rooted in Azerbaijanôs oral-professional tradition, Leyli and Majnun became the first 

manifestation of individual composer authorship in the East. Though distinct from opera in the 

classical Western sense, its conceptual ambition made it an exceptional artistic phenomenon. 

Scholarly opinions vary, yet British researcher Matthew OôBrien persuasively argues that Hajibeyli 

sought not imitation but an authentic synthesis of Eastern and Western traditions. He considers Leyli 

and Majnun one of the most progressive works of its era ð ñeven more so than Stravinskyôs Rite of 

 
14 Bey ï an honorific title traditionally used in Azerbaijani culture to denote respect.  
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Springò [3, 81]. 

The key to the workôs genre lies in mugham. Hajibeyli adapted the structure of the dastgah 

ð its large shoba sections functioning as arias ð alternating with metrically organized episodes 

performing the role of tasnif (ensemble and choral scenes).  Thus, mugham was revitalized within a 

new dramaturgical system [4]. This process is best described as recontextualization: neither opera 

subordinated to mugham nor mugham forced into opera, but a new artistic space where both retained 

their essence while gaining new qualities [5]. 

As the first major compositional work of the emerging Azerbaijani musical culture, Leyli and 

Majnun set the trajectory for subsequent development. Many later works may be seen as variations 

on its central idea ð new syntheses between mugham and other artistic systems. Two milestones 

stand out: Fikrat Amirovôs symphonic mughams of the late 1940s and Gara Garayevôs Violin 

Concerto of the 1960s, which, using dodecaphonic technique, reconfigured national musical language 

within twentieth-century aesthetics. 

As Aida Huseynova notes, the early twentieth century saw a redefinition of global musical 

paradigms. In this context, Hajibeyli forged an innovative synthesis of past and present. Though his 

musical language is simpler than that of Schoenberg or Ravel, the multilayered structure of Leyli and 

Majnun ensures its ongoing relevance. This multidimensionality inspired Yo-Yo Ma and the Silk 

Road Ensemble, whose 2007 arrangement reintroduced the work to contemporary sonic environments 

[6, 33]. The same impulse underlies the 2016 Mark Morris Dance Group production with Alim 

Qasimov and Fargana Qasimova, demonstrating that Leyli and Majnun functions not merely as 

heritage but as a living, evolving artistic organism. 

  

                             International Resonance and Regional Influence  

 

In addition to establishing a new national musical system, Uzeyir Hajibeyli enriched it with 

compelling aesthetic possibilities, and this process shaped not only the development of music within 

Azerbaijan, but also the broader musical culture of the TurkicïMuslim world. His works functioned 

not merely as artistic achievements but as models that opened the way for a new musical-theatrical 

tradition across the region. To understand Hajibeyliôs impact on global musical culture, we must look 

back to the early twentieth centuryðwhen his first creative initiatives took shape. 

American researcher Kelsey Rice, in her article ñEmissaries of Enlightenment: Azeri Theater 

Troupes in Iran and Central Asia, 1906ï44ò, offers an important assessment of the cultural impact 

generated by early Azerbaijani reformers. As she writes, ñamong the many projects advanced by 

Azeri reformers, their attempts to create a native theater culture were perhaps the most radical 

and ambitious. Azeris forged extensive intellectual networks across three empires in the early 

1900s, and one of the means through which they built and maintained them was the touring 

theater troupes who brought their satires, operas, and tragedies, laden with reformist 

sensibilities, to stages throughout the Russian Empire and Iranò [7, 449]. 

Riceôs observations highlight the extent to which Azerbaijani theatrical and musical 

productions ð including Leyli and Majnun and the operetta Arshin Mal Alan ð served not only as 

artistic works, but also as vehicles for disseminating reformist ideas and cultivating a transregional 

cultural sphere. By circulating across Russian, Ottoman, and Iranian territories, these productions 

helped shape a shared intellectual and artistic environment, positioning Azerbaijani musical theater 

as a transformative force in the broader TurkicïMuslim world.  



Echoes of Heritage: Navigating the Legacy of Music and Dance 
 

 

47 

A number of early twentieth-century observers noted that Hajibeyliôs work exerted influence 

far beyond Azerbaijanôs borders. The Iranian historian Said Nafisi wrote that ñhis melodies are known 

by heart among Iranian youthé I can confidently say that, in musical terms, Azerbaijan is the Italy 

of the Eastò [8, 188]. The renowned Turkish writer Reĸat Nuri G¿ntekin, who attended the 

performances of the Azerbaijani troupe in Istanbul in 1919, sharply contrasted the ñnoise, chaos, and 

coarse languageò of the contemporary Turkish stage with the ñrefined music, meaningful content, and 

subtle humorò of Hajibeyliôs operettas, even comparing his comedies to those of Moli¯re [9, 184]. 

Similar assessments emerged across Central Asia. The 1916 staging of Leyli and Majnun in 

Tashkent played a foundational role in the establishment of the musical drama genre in Uzbekistan, 

and Hajibeyliôs works were frequently chosen for the opening of new musical theaters, functioning 

as a pedagogical model for actors and directors [10]. 

A comparable process unfolded in Tajikistan, where Ziyodullo Shahidi drew on Hajibeyliôs 

dramaturgical strategies in his first stage work, Roziya [11].  

According to Aleksandr Maklygin, the idea for the first Tatar opera, Saniya, emerged after 

Ghaziz Almukhametov became acquainted with Arshin Mal Alan, and Hajibeyliôs broader influence 

extended to the formation of musical theater and music education in Tatarstan, reinforced by his close 

ties with Nazib Zhiganov [12]. 

These regional perspectives were succinctly summarized by the prominent figure of Kazakh 

musical culture Akhmet Zhubanov, who asserted that Hajibeyli ñshould be regarded not only as the 

father of Azerbaijani professional music, but also as the father of several other national cultures that 

were taking shape at that timeò [13, 88]. 

Taken together, these accounts demonstrate that Uzeyir Hajibeyli was not only a defining 

figure of Azerbaijani musical identity, but also a key architect in the emergence of modern musical 

thought across the broader Turkic-Muslim world. His works served as an inspirational model ð in 

genre, style, and form ð for the development of new musical traditions throughout the region. 

 

                                       ñArshin Mal Alanò and the Question of Copyright 

It is necessary to address several sensitive issues related to Arshin Mal Alan. The 

unprecedented success of the operetta was accompanied, unfortunately, by certain difficulties and 

emotional strain for its author. After the workôs first staging, it began to be translated into various 

languages ð including Armenian and Georgian ð and, over time, appeared in adaptations in which 

attribution was presented ambiguously. 

Armenian-language sources contain explicit evidence of this process. For example, the Tiflis 

newspaper Mshak, in its issue of 6 September 1915, reported that the operetta had been performed in 

Armenian. The article, titled ñAsian Operetta,ò stated: ñOn Friday, September 4, the hall of the Tiflis 

Assembly was once again filled with a large crowd. This time, under the direction of actor S. 

Torosyan, Hajibeyovôs cheerful Asian operetta Arshin Mal Alan was performed in Armenian for the 

second time [the first performance took place in May 1915. ï Z. A.-D.]ò. 

Even more noteworthy is a passage in the same article that emphasizes long-standing cultural 

proximity: ñThis Eastern music, which for centuries has been close to us Armenians, is something we 

have absorbed because we have long lived alongside Turks and Persians; and many of their melodies 

we still sing or play today. This melancholy music has an impact on both soul and bodyò [14]. 



ICTMD -2024, Baku 

  

48 

In subsequent years, however, certain performances no longer mentioned Uzeyir Hajibeyli as 

the author of the music or the libretto, illustrating how close cultural contact could, at times, lead to 

incomplete attribution. 

A comparable pattern appears in the booklet published in New York in 1923 on the occasion 

of a local production of Arshin Mal Alan. Signed with the initials Y.P., the text described the 

operettaôs popularity among American Armenians: ñóArshin Mal Alanô is a title that evokes curiosity 

and laughter among American Armenians. It is a performance that confuses its viewer, delights its 

audience, and makes anyone who has not seen it regret ité In a country like America, where a 

performance is repeated once every five years, óArshin Mal Alanô was repeated twice in one monthò 

[15]. 

The booklet further lists the number of performances across various regions ð Armenia, 

Georgia, Russia, Azerbaijan, Tajikistan, Izmir, and the United States ð underscoring the remarkable 

geographical spread of the operetta [Figure 1]. While this documentation attests to the workôs 

immense popularity, it also reveals a troubling pattern: as the operetta traveled further from 

its origins, Hajibeyliôs authorship was increasingly obscured or omitted entirely. What began 

as cultural exchange gradually gave way to appropriation. 

 The most consequential episode in this chain of attribution issues occurred in 1937, when 

Marana Films in the United States released a screen adaptation of Arshin Mal Alan, directed by Setrag 

Vartian. In this version, the setting was relocated to Iran, and several charactersô names were altered. 

According to the American Film Instituteôs catalog Within Our Gates: Ethnicity in American Feature 

Films, 1911ï1960, the heroineôs name appears as Hallam. At the same time, the presence of a 

character named Gulchohra suggests possible inconsistencies or inaccuracies in the catalogôs 

annotation. It is highly likely that Hallam corresponds to the character Telli. 

In response to this significant misattribution, the Azerbaijanfilm studio released its own screen 

adaptation in 1945 to formally reassert Hajibeyliôs authorship. Directed by Rza Tahmasib and Nikolai 

Leshchenko and featuring Rashid Behbudov and Leyla Javanshirova (Badirbeyli) in the leading roles, 

the film came to be regarded as one of the rare and accomplished examples of the operetta genre in 

world cinema.  

Of particular interest is a remark preserved in the AFI catalog: ñAccording to modern sources, 

the songs from Azerbaijani composer Uzeir Hajibeyovôs operetta Arshin Mal Alan were adopted as 

folk music by the Azerbaijan nationò [16, 54]15. 

This note reflects the extent to which Arshin Mal Alan had entered the collective cultural 

consciousness ð an achievement that simultaneously signals both the operettaôs extraordinary 

integrative power and the need for careful scholarly attention to the historical record of its authorship.  

  

                                                             The Indivisibility of Culture  

 

In his article on Mussorgsky, Zemtsovsky argues that every national musical culture ð

embracing oral, oral-professional, and written traditions and encompassing folk, mass, popular, and 

composed musicðconstitutes a single, indivisible system [2, 30ï31]. He identifies the composer as 

the creative force that binds these disparate layers into a coherent whole. 

 
15 I extend my sincere gratitude to the young researcher Yusif Hamzayev for his assistance in locating documents related 

to Arshin Mal Alan and translating several texts from Armenian. 
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Uzeyir Hajibeyli embodied precisely this role. Working within a cultural environment where 

an already mature oral-professional tradition flourished, he laid the foundations for a written school 

of composition. His creative output formed a unique sphere of synthesis in which Western and Eastern 

musical systems gradually converged. Yet his work extended beyond practical experimentation; he 

also articulated a conceptual framework for this synthesis. For Hajibeyli, culture was an integral and 

unified structure, and he opposed any approach that sought to fragment it artificially. 

His reflections on mugham performance are especially revealing. He cautioned musicians 

against decorating mugham with techniques borrowed from Western music ð ñsuch as inserting 

decorative passages reminiscent of Western arpeggiosòðarguing that superficial stylization distorts 

the essence of the tradition. Equally, he rejected what he termed the ñfalse Eastern style,ò insisting 

that nothing, in his view, harmed the taste of Eastern listenersðor even wounded their spiritðmore 

than such artificial imitation [17, 208].  

Hajibeyliôs integrative musical vision made it possible to embrace the full intonational 

richness of Azerbaijanôs multi-genre musical heritage ð an approach that found both theoretical 

articulation and creative realization in his work of the late 1930s.  

 

                               Koroghlu: The Crowning Achievement  

 

The theoretical foundation laid out in The Principles of Azerbaijani Folk Music effectively 

gave wings to Koroghlu. As the composer later noted, ñthe practical outcome of my work on the 

Principles was the creation of the opera Koroghluò [18, 12]. The operaôs 1937 premiere became a 

major cultural milestone: as Gara Garayev wrote in his diary, it was not only a ñbrilliant success,ò but 

an event marked by ñjubilation, shock, and tears,ò and every spectator, ñeven the most uninitiated, 

understood that they were witnessing an extraordinary moment in their nationôs historyò [19, 21]. 

With time, however, the reception of Koroghlu became entangled in divergent ideological 

interpretations ð some framed it as a direct product of Soviet cultural policy, while others assessed 

it through orientalist lenses. Yet the earliest reviews published in Sovetskaya Muzyka (1937ï1938) 

provide a more grounded evaluation. Georgy Khubov emphasized that the Azerbaijan Opera Theater, 

for the first time, successfully created a realistic Soviet musical drama built on national material. He 

underlined how Hajibeyli integrated ñthe complex art of mugham, the brilliant improvisations of the 

ashigs, and the lyrical charm of folk songé into a unified style [original emphasis] of a truly national 

heroic operaò [20, 17-18], concluding that Hajibeyliôs creative achievement would serve as ñan 

exemplary model for many Soviet composers working on national operaò [20, 19-20]. 

Equally revealing are the observations of musicologist Iosif Ryzhkin, who highlighted 

Hajibeyliôs acute sense of dramaturgy: for him, ñmusic is action, and action is music.ò Ryzhkin noted 

that the majestic monologues of Koroghlu ð though lacking conventional theatrical ñactionò ð 

never lose dramatic tension or proportion, remaining fully aligned with the operaôs internal rhythmic 

pulse [21, 39]. 

Later scholarship further illuminated the operaôs deeper artistic significance. Izabella 

Abezgauz characterized Koroghlu as ñthe quintessence of the artistic experience and psychology of 

an entire peopleò [22, 64], demonstrating how national modes of thinking manifest at every level of 

musical language and form, thereby enriching the European tradition. Kamila Dadash-zade offered a 

complementary insight: Hajibeyliôs works became ñgateways through which many entered the 



ICTMD -2024, Baku 

  

50 

spiritual world of Turkic mentality, the realm of ancient epics and legends ð pathways leading to the 

deepest layers of ethnogenetic historyò [23, 179-180]. These studies make clear that Hajibeyliôs true 

accomplishment lies not in ideological conformity but in the artistic revelations that transformed 

national material into a cultural value of universal resonance. 

A striking contemporary testament to Hajibeyliôs stature is a caricature by Aleksich, published 

in Sovetskaya Muzyka in 1940 under the title ñOn the Operatic Roadéò. In the drawing, Hajibeyli 

stands in the foreground with a saz in his hands, symbolically bearing on his shoulders the weight of 

Soviet opera, while Prokofiev, Kabalevsky, Dzerzhinsky, Chishko, Fere, Vlasov, Khrennikov, 

Shaporin, and Gli¯re flank him on either side, and the quadriga atop the Bolshoi Theatre is conducted 

by Samuil Samosud [Figure 2]. 

Yet the most impartial judge is time. Many operas of that era ð Podnyataya Tselina 

(Virgin Soil Upturned), Battleship ñPotemkinò, Into the Storm, and The Master of Clamecy ð have 

long vanished from the repertoire, whereas Koroghlu continues to endure. It is also a well-

documented historical fact that, in the late 1980s and early 1990s, during the turbulent period 

of the national struggle for independence, the Azerbaijani public poured into the squares to the 

stirring strains of Hajibeyliôs Koroghlu overture. In 2009, under the auspices of T¦RKSOY, the 

opera was staged with an international cast and received widespread acclaim across the Turkic 

world.  

It is only a matter of time before Koroghlu takes its place on the stage of one of Europe's 

leading opera houses ð as a worthy representative of the entire Turkic cultural heritage. 

          

                                                     A Man of the Future 

 

The role of great artists in cultural history is always distinctive: it is through such figures that 

culture reveals the depth of its resources, reframing them in light of new perspectives and emerging 

intellectual tendencies. Uzeyir Hajibeyli was not merely a composer who created influential works; 

he devised an entire model of creative thinking. The path he chartedðfrom the intuitive breakthrough 

of Leyli and Majnun to the theoretical systematization in The Principles of Azerbaijani Folk Music 

and, ultimately, to the monumental synthesis embodied in Koroghluðbecame a formative paradigm 

for subsequent generations of Azerbaijani musicians. 

Much has been written and said about Hajibeyli, with admiration, respect, and affection. Yet, 

as Aida Tagizade observes, he is also a figure who inevitably ñinvites discussionò [19, 7]. This is 

unsurprising: Hajibeyli rose to prominence at a historically decisive and ideologically complex 

moment, when national heritage simultaneously required preservation and renewal. He resisted 

pressures from both extremesðneither fully aligning with conservative purism nor submitting to 

radical modernismðand advanced with remarkable clarity toward his chosen artistic goals. The long-

term triumph of this balanced yet innovative path is evident today. 

Uzeyir Hajibeyli was, in the truest sense, a man of the future. Everything he accomplished 

was in one way or another oriented toward what lay ahead. Today, living in that very future, we can 

clearly see the lasting impact of his ideas: improvisation within canon, new strategies for engaging 

with mugham, the understanding of timbre as a bearer of the sonic ideal, and renewed conceptions of 

musical texture all continue to bear fruit in the work of contemporary composers. 

Fikrat Amirovôs well-known remark ð ñWe all come from Uzeyir Beyôs schoolò [13, 23] ð

applies not only to Azerbaijani composers, but to musicians across the wider region. It is in the mirror 

of the twenty-first century that the phenomenon of Hajibeyli becomes especially clear: he was not 
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only the architect of a national musical identity, but also the creator of works that function as models 

in a broader cultural sense. 

Ultimately, Uzeyir Hajibeyli was a genius of space and time. And today, decades later, we 

understand even more clearly what that means: his ñspaceò is the entire universe of music, and his 

ñtimeò is eternity. 

 

            Figure 1 

 
 

Figure 2 
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UZEYIR HAJIBEYLI ON THE ISSUE OF MUSICALITY  

Abstract: It is well known that the study of human musicality has been and continues to be 

one of the crucial areas of interest in ethnomusicology. This matter was of great importance to the 

outstanding Azerbaijani composer, thinker, and educator Uzeyir bey Hajibeyli/Hajibeyov (1885-

1948). He may well be regarded as one of the great thinkers deeply concerned with this issue in the 

first half of the last century much before it was thoroughly studied in scientific research (J. Blacking, 

A. Merriam, B. Nettl etc.). U. Hajibeyli managed to address the issue of talent in music, often from 

various perspectives such as musical, aesthetic, socio- cultural, anthropological, ethical. He explored 

this issue comprehensively, considering its implications beyond mere musicality. The founder of the 

national school of ethnomusicology, Uzeyir Hajibeyli, illuminated the musicality of human beings 

through his insightful remarks on the extraordinary creatve potential of people. He defined their role 

as creators, critics, and consumers of the earliest songs and dance tunes. Alongside his insightful 

observations of socio-cultural life and prolific musical works, these aforementioned tripartite terms 

were quite helpful in explaining the complicated mechanism of folk music creativity, which can be 

considered another universal aspect of music. U. Hajibeyli also made a clear distinction among 

individuals and various peoples in terms of a degree of musicality, comparing some musical traditions 

of neighboring Eastern cultures with each other, as well as with Western musical culture as a whole. 

His bi-musicality and biculturalism, a rare phenomenon at the beginning of the 20th century, were 

accompanied by his numerous articles on the socio-political and cultural life of Azerbaijan and other 

countries. Besides, he deeply considered questions regarding the interrelationship between talent, 

skill and society, as well as the important role and responsibility of individuals in socio-cultural and 

musical development. 

Keywords: musicality, creativity, folk music, talent, creator, critic, consumer behavior                                                                                                                                                                  
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Introduction . It is well known that the study of human musicality (French musicalit®, Turkish 

m¿zikalite, Russian - ʤʫʟʳʢʘʣʴʥʦʩʪʴ) has been one of the most  

important tasks of ethnomusicology. The multifaceted problem has attracted the interest of a 

number of social, humanitarian and biological sciences, too. Music researchers (A.P.  Merriam, J. 

Blacking, B. Nettl and others) have penetrated into the complexity of the issue.  

Human musical competence as a multifaceted concept, carries in itself different shadows of 

meaning. 1. The universal cultural property of mankind as an important condition for the normal 

functioning of the musical life of society. 2. Extra-ordinarily talented individuals usually get 

significant achievements in art forms. 3. The talent or gift understood in a broadest sense, can manifest 

itself in various fields of human activity (both artistic and non-artistic ones), enabling to reveal 

interplay of the notions talent, mastery and social progress. 

J.  Blacking  convincingly proved that humansô musicality  is of  a universal importance, 

expressing the  society's contradictory views on the problem: "My" society claims that only a limited 

number of people  have musical ability, but it behaves as if all people possessed  this capacity,   

without  which can not exist  musical tradition,  the capacity to listen to  and distinguish sound 

patterns" (J. Blacking, 1973: 8).The second meaning of the notion quite, widespread among music 

teachers and psychologists, obviously  didnôt interest J.  Blacking and many other ethnomusicologists, 

who consciously marked this avoidance 

The multifaceted problem has attracted the interest of a number of social, humanitarian and 

biological sciences. Music researchers (A.P. Merriam, J. Blacking, B. Nettl and others) have 

penetrated into the complexity of the issue  

The USA scholar T.Rice explains the notion of musicality in such a way: ñMusical in 

thisdefinitions does not refer to musical talent or ability; rather it refers to the capacity of humans to 

create, perform organize cognitively, react physically and emotionally to, and interpret the meanings 

of humanly organized sounds. The definition assumes that all humans, not just those we call 

musicians, are musical to some degree, and that musicality (the capacity to make and make sense of 

music) defines our humanity and provides one of the touchstones of human experienceò (Rice, 

Timothy, 2014:1)  

Musical ability, one of the most necessary conditions of musical art is highly appreciated in 

pedagogy and psychology, as well as among a wide range of music lovers. J.Blacking began to 

explore the subject mainly as a universal cultural property of human beings, which was considered as 

an innovation for the discipline, and tried to explain the concept beyond the positions of class struggle 

and racial discrimination.  

 

1. Uzeyir Hajibeyli as a great  ethnomusicologist 

 

Before dealing with the topic of my paper, first, I would like to present Uzeyir 

Hajibeyli/Hajibeyov (1885-1948)   in a relatively new and very important area of his titanically 

activity, pointing out to his unique role as an ethnomusicologist. Despite the fact that throughout his 

life he lived in a non-Western society (Azerbaijan SSR), with some exclusions, he could create his 

unique conception of ethnomusicology, which had been discovered only by the end of the last century  

Beside it, since the very first decade of the 20th Hajibeyli was interested also in the notion 

talent or gift in a broadest sense of the term, which he had related to socio-cultural anthropology, a 

strong basis for the second wing of the fiekd ï anthropology of music much later worked out by a 

prominent figure of the field A.P.Merriam.  
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Thus, despite significant differences among three terms ï musicality, musical talent and also 

talent in general, Uzeir bey could consider all of them in the context of ethnomusicology and beyond 

its scope.  

If at the beginning of thee investigations Azerbaijani scholars were quite reluctant and careful   

to compare him to the big ethnomusicologists of the West by the end our research we would like 

underline the opposite statement - maybe it is the Westerners who are not comparable to Azerbaijan 

ethnomusicologist.      

Hajibeyliôs ethnomusicological concept is directly related to the subject and methodology of 

our report. However, introducing U. Hajibeyli as an ethnomusicologist can illuminate only a part, 

and, in fact a small part, of the monumental thinking style of the outstanding artist.  

Uzeyir Hajibeyli did not witness the new and historically landmark  term of ethno-musicology 

introduced by Jakop Kunst in 1950. According to the common rules the new discipline invented by 

Westerners could be well perceived first, by foreign scientists. 

 We hope that after the interpretation of this concept, which is one of the important pages for 

the history of world ethnomusicology in whole , the study of the topic  will be clearer for all 

specialists. Beside his incomparable talent he worked out some unusual qualifications. When U.  

Hajibeyli was still young, he formed a bi-musicality and bi- culturalism, joining the concept of the 

Eastern and Western music culture.  Thus, in the U. Hajibeyli studies in addition to their serious 

researches and purely scientific definitions, unusual metaphorical expressions such as a gushing 

spring and an iceberg are also used, even these metaphors seem insufficient to reveal the genius of 

Uzeyir.  

However, due to the difficult and reluctant  acceptance of the new  science in the former 

USSR, the Azerbaijani  researcher as an ethnomusicologist  had been accepted  much later, almost 

forty years after his death. By the end of the Soviet regime, the talented scholar T. Kerimova, inspired 

by the research of I. Zemtsovsky about the academician B. Asafyev, also came to prove the 

ethnomusicological position of U. Hajibeyli based on the logical arguments. The new trend was 

continued by her followers (H. Adigozal-zade, K. Dadash-zade, F. Khalig-zade and others), and a 

highly honorable name as "the founder of Azerbaijani ethnomusicology" was loudly announced in 

the A.Huseynova monograph Music of Azerbaijan from Mugham to Opera (A. Huseynova, 2016: 80).  

At the dawn of Hajibeyliôs recognition as an ethnomusicologist T. Kerimova wrote: ñWhat 

did strike me most was that at many of the scientist's statements, observations, and remarks of the 

scientist [Asafyev ï F.Kh.]  about the nature of folk musical art drew a direct analogy with the 

provisions of Uzeyir Hajibeyov's concept of Azerbaijani folk music.ò(T.Kerimova, 1989:84)  

U. Hajibeyliôs position  as an ethnomusicologist has been clarified through several stages. 

This complex question had gradually been revealed  starting with the  striking comparisons to B. 

Asafyev (T. Kerimova, 1989), secondly, social-cultural problematics of national music (H.Adigezal-

zade, 2008), then  the syncretism of Western and Eastern music [A. Huseynova, 2016] and a number 

ofmysterious "codes" that was explained by K.Dadash-zade had led  to the  incredible discoveries and 

predictions mentioned  by us  It should be stressed that well-known ethnomusicologists from non-

European countries, as a rule, had usually passed  a good school in the universities of the West.  Beside 

it, according to B. Nettl, traditional musicians may also perform essentially ethnomusicological 

activities in their national cultures without completing graduate courses of the field.  

However, U. Hajibeyli neither studied in a specialized courses on this subject in question, nor 
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became a master artist of orally traditional Eastern music.  Despite these facts the independent 

discovery of ethnomusicological rules by Hajibeyli are still attract a scholarly attention. Although 

Uzeyir Hajibeyli's concept of ethnomusicology was created independently, it resonates with a number 

of ideas elaborated in the Western science, and is fundamentally different from traditional native 

musicians who perform essentially ethnomusicological activities in non-European countries. 

U. Hajibeyli as an outstanding composer couldnôt miss the notion of musicality of human 

beings, the issue of a prime importance for ethnomusicology. Moreover, in his works and articles he 

distinguished degree of musical competence among peoples, which was absent from J. Blackingôs 

book.   

 

2. Uzeyir Hajibeyli and some aspects of musicality 

In our paper I would like to mention all the possible aspects of the multifaceted concept 

discussed by Hajibeyli in this or another way. This matter was of a great importance to the outstanding 

Azerbaijani composer. There is one very important point in Hajibeyliôs works which consists of the 

combination of two notions - talent and mastery. The notuon of mastery or skill was dicussed by some 

almost a century later by J.Stock in his article on the music education (J.Stock, 2003).   

Hajibeyli regarded the term not so nuch as a universal cultural property of all human beings, 

but also distinguished degree of musical competence among peoples, which was absent from John 

Blackingôs book How Musical Man? If the ultimate issue for the Azerbaijani scientist was to achieve 

national progress through talent and skill. Uzeyir Hajibeyli take into consideration the highest degree 

of the talent pointing out to its divine or extra-ordinary origin Ķstedadi-xudadad (God-given talent) 

and istedadi-xariqaladϸ (extra-ordinary talent). Ķn this respect we would like to remind the two 

similar notions used by John Blacking Genius and Musical genius. There is one very important 

contribution in Hajibeyliôs works, which include the   notions of mastery (mϸharϸt) Ϣϼϝлв and is related 

to socio-cultural progress of the nations and all human beings. This notuon was dicussed by Western 

scholars in connection to musical education at the very start of the 21st century. (J.Stock, 2003)  

Some of the mentioned concepts would be explained logically on the basis of similar or 

relevant ideas by the author himself, which is quite admissible. especially if to take into consideration 

Hajibeyli's very brief and condenced way of expression.Undoubtedly musical ability of individuals 

was also very significant for the composer, though he didnôn put the issue into print. As we will see 

later, the social and ethical behavior of the extra-ordinarily talented persons also was mentioned in 

Hajibeyliôs works.  

U. Hajibeyli took into consideration  different meanings of the phenomenon of talent 

understood in a broad sense. Since Uzeyir bey's interpretations of that concept confirm first of all his   

anthropological position,  we would like to consider the issue from those perspectives. Beside it, since 

the first decade of the 20th Hajibeyli was interested also in the notion talent or gift in a broadest sense 

of the term, which might had been related to socio-cultural anthropology, a strong basis for the second 

wing of ethnomusicology ï anthropology of music much later worked out by a prominent figure of 

the field A. P. Merriam.  

 Of course, Uzeir Hajibeyli as an outstanding composer couldnôt miss also the notion of 

musicality of human beings, the issue of a prime importance for the ethnomusicology. The great 

distinguished also the   degree of musical competence among peoples, which was absent from John 

Blackingôs book How Musical Man.  

Thus, despite significant differences among three terms ï musicality, musical talent and also 

talent in general, Uzeir bey could consider all of them in the context of ethnomusicology and beyond 
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its scope.  

Quite laconic comparisons of the opposite music cultures of EAST&WEST peoples, including 

their socio-anthropological content   reveals the richness of the same concept But this is not the end 

ï the clarification of the mutual relations between musicology and ethnomusicology peculiar to 

Hajibeyli   perhaps even their integration in his works as well as other innovations, are still the tip of 

the iceberg. 

 

3.Uzeyir Hajibeyli On the Musicality Of Some Other Peoples 

 

It is well known that the landmark work on the subject How Musical is Man? by J.Blaking 

did not compare the musicality of the peoples and individuals. While some phrases used by 

U.Hajibeyli such as ñthe degree of the creative abilityò, spread and impact of a culture on the 

neighboring musical traditions seem to be as an indicators of the musicality.    

U. Hajibeyli in his article of 1919 On the Music of Azerbaijani Turks wrote that the traditional 

music of Azerbaijanis is widespread among Caucasian peoples, who mastered it in their instrumental 

performance   on the stringed Tar and Kamancha by Armenians and aerophones Shawm Zurna and 

Oboʝ Balaban by Georgians. He wrote: ñJust as the Azerbaijani Turkic tounge is a common everyday 

language in the Caucasus, Azerbaijani Turkic music is also a common emotional language here. What 

puts our music in this magnificent position is its own virtue. And that virtue is the ability to awaken 

various feelings in the human heart.ò (U.Hajibeyli, 2005:.37).  

Beside it, his long definition of Azerbaijan folk songs el mahnēlarē includes not only their 

artistic and aesthetical merits, but also one significant and subtle point about the degree (italics - F. 

Kh) of the nations creative ability. In this context it would be important to regard folk songs not   

merely as a fruit of the creativity, but also to underline the degree of the musical ability or musicality 

which must differ cultures from each other.  

Concerning to the biological origin and social conditions of the giftedness in any sphere 

U.Hajibeyli had a quite correct scholarly explanations. Ķf the  notion of ñcreationò  (Az. xilqᴅt from 

the Arabic xilqϸt ) refers the biological nature of the talent understood in a broad sense,  m¿hit vϸ 

ĸϸrait  environment and conditions  would be  necessary to develop humansô natural talent    In this 

respect on the almost entirely absent of Eastern scholarship by his period we would like to bring in 

your attention some considerations  by Azerbaijani composer.ñ Why the Europe  advances  

innumerable persons who do give by their intelligence  and giftedness   both material and spiritual 

benefits to their nations? While our community doesnôt? Had the God created us as ungifted and 

untalented? Not at all, all of us (WesternersandEasterners ï F.Kh.) are equal by the creation/xilqϸt.  

But the conditions of our environment are not suitable to advance geniuses. [ Hajibeyli 1985, ñWe 

donôt Know Our Own Worthò, 142] Arabic would be     ХЯϷЮϜIn this regard we would like to remind M. 

Hoodôs intriguing, though not entirely correct view related to the professionalism of the Eastern. USA 

author considered Western experts to be superior to their all colleagues from the East - even if the 

latter ones are educated in Western universities according to the progressive methodological 

approaches. çThe American or French or British ethunomusicologist because of who is he, that is to 

say, what he had succeeded in becoming  through years of training, is capable of insights and 

evaluation, as a transmitter of a non-Western music, which no Javanese, even with training abroad 

with  Western  methods, could even duplicate (Nettl,Bruno, 2005:) However, the author  did not  



ICTMD -2024, Baku 

  

58 

provide a solid argument to prove his point of view. On the other hand we would like to bring in your 

attention aforementioned considerations by Azerbaijani composer.  

Outstanding musician could correctly define interrelationship of different musics and 

languages and found appropriate expressions to characterize and, henee, evaluate the humansô 

cultural elements - music and language. While Western researchers are primarily concerned with the 

protective functions and rarely dared to make a valid comparison among different cultures. The main 

ethnomusicologistsó attitude towards other musics  was expressed by A.P. Merriam: ñ This is the point 

of view, basically protective in  nature, that the music of other peoples of the world is much abused 

and maligned; that such music is fine and worthy of study and appreciations; that most Westerners 

donôt give it its due; and that  it is up  to the ethnomusicologists to protect it from scorn of others and  

to explain  and champion  it wherever possibleò (Merriam A. P.: 1964, 8). The protective tasks of 

ethnomusicologists towards remote non-European musical cultures, not well known and alien, 

discourage them to compare traditions and determine them richer or poorer.    

ñOf course, just as it is not permissible to say that the language of that naton isbad and that 

nation's language is good (it is permissible that the language of that nation is rich and that nation's 

language is poor), it is also not correct to say that Eastern music is good and Western music is bad, 

or to claim the oppositeò (Hajibeyli,Uzeyir: 2005, 19).  

By this reason for Hajibeyli comparison of neighboring musical cultures, such as Ottoman, 

Iranian, Caucasian musics to Azerbaijani one, Ķf the impact of any one national music on anoter one 

is not in doubt we may find its creative ability higher. As a result the composer could reach such an 

essential feature of Azerbaijani music as      fazilet, Arabic word   ϣЯуЏТ  which means ethical notion 

virtue, rarely discussed in musicology 

Conclusion. The outstanding composer and ethnomusicologist U.Hajibyli carefully 

approached the various manifestationd of gifteddess, talent and competence in music. 

1.Chmpioning the idea of the successful progressof national culture, U.Hajibeyli considered 

the combination of high-level extraordinary talent and mastery/skill to be anecessary factor. This rule, 

in his view, would be valid in all art forms, including music, in order to achieve highly artistic 

development. Naturally, it is also important for society to support the the gofted individuals and their 

skills.   

2. By the way, concerning thr talent in a broader sense, the notion of mastery or skill was first 

introduced by U.Hajibeyli in the first decade of the last century. The contemporart Western scholar 

from Britain J.Stock used the concept in his article on musical education a century later.   

3. In some other cases,for examples, in the folk music creation and ceremonies it is necessary 

for people to posses musicality, the ability to listen to and distinguished the pattern of 

sounds(A.P.Merriam), first thoroughly studied by the renown British scholar J.Blacking. In 

U.Hajibeyliôs opinion the musicality enables peoples to create, criticize and consume musical 

samples. 

4. But unlike J. Blaking U.Hajibeyli drew some parallels also between various cultures -   

Ottoman. Iranian and Caucasian peoplesô music and his own native traditions, making some 

conclusions on their degree of musicality. 

5. The first Azerbaijani classic explained the widespread of his own native music among  

neighboring peoples by the notion fazilet, which is the ability to express in music the various 

feelings.   

6. Hajibeyli was able to find more appropriate words and expressions to compare various 

musical traditions, mainly neighboring ones. Referring to degree of creative aility rather than mere 
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creativity, Hajibeyli belived that he level of poetic and musical creativity must differ significantly, it 

seems that the point was quite clear for him.       
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Note 1 At the very beginning of the last century, according to A.Teregulov  the seminary 

student Uzeyir became an "unparalleled authority, critic, executive master in matters of Eastern 

music and singing (...)" [ Chronicle Lifeé  p.9] Hajibeyli had  justified this honorable image   

throughout his life. He was the leader of national musicology and ethnomusicology gaining the fame 

as the founder of the both sciences in Azerbaijan.  For this, he had to add his ingenious talent, 

unparalleled way of thinking and persistent musical creativity to the knowledge and habits he 

acquired in the music classes of the Transcaucasian Teachers' Seminary (1899-2004) and short-term 

courses on the theory of music   spent in Moscow (1911) and Petersburg conservatories (1913-1914). 
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THE GLOBAL MOMENT OF THE UYGHUR MUSICIAN SANUBAR TURSUN  

The contacts and encounters between different musical cultures constitute the nodal points 

of the global music history network, referred to by Philip V. Bohlman as "global moments." In his 

study of world music history, Bohlman identifies three key "global moments"ðtechnology, 

missionaries and colonies, and world expositions (2013). These aspects, from a macro-historical 

perspective, serve as analytical tools for exploring the connectivity of global music cultures, offering 

a narrative framework rich in ontology. However, weaving the historical tapestry within this 

framework relies on the musicians and their musicking that navigate the historical warp and weft. 

We often revere those ñProminent Personalities in the History of Music and Dance Heritageò 

because their contributions illuminate the cultural peaks of a nation or community. These peaks are 

not isolated cultural entities but leave unique and irreplaceable "global moments" on the map of 

music history. Unlike the "global moments" highlighted in Western-centric music historiography, 

exemplified by figures such as Bach, Mozart, and Beethoven, these individuals gain global 

significance through transcending local experiences, crossing cultural boundaries, and connecting 

to the global network via their creative performing activities. This micro-historical perspective is 

essential for understanding global music history. This paper will explore the "global moments" of a 

community's prominent figures by examining the case of Uyghur musician Sanubar Tursun. 

Renowned for her profound artistry and deep connection to her cultural roots, Sanubar Tursun has 

become a vital bridge between the local and the global. By composing music to the poems of Tagore, 

Abai Qunanbaiuly, Sergiy Yesinin, and others, she not only celebrates the literary and cultural 

heritage of various countries, eras, and ethnicities but also creates a rich mosaic of musical 

dialogues. Her work 

exemplifies how an artist can transcend cultural and geographical boundaries, fostering a global 

appreciation of diverse musical traditions and thus creating unique and irreplaceable "global 

moments". 

Keywords: traditional Crimean Tatar music, folklore, modern compositional techniques, 
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EXPLORING THE ARCHIVES: AMINA ELDAROVAôS CONTRIBUTION TO 

AZERBAIJANI ASHIQ STUDIES  

 

Abstract:  Emina Eldarova [Ϸminϸ Ϸldarova]  was an Azerbaijani ethnomusicologist whose 

pioneering research of the ashiq [aĸēq] tradition laid the foundations for the field today. Mentored 

by Azerbaijani composer Uzeyir Hajibeyli, she became the first specialist in this field, conducting 

extensive fieldwork with the last generation of ashiqs trained by pre-Soviet masters. Her 1984 

monograph, The Art of the Azerbaijani Ashiq, remains a seminal work, which established crucial 

terminology and methodological principles. Her extensive fieldwork from the 1930s to the 1980s 

documented the lives and works of ashiqs who were still adhering to traditions that would be 

significantly changed in the 20th century. For that reason, Eldarova's legacy extends beyond her 

publications. She left a comprehensive professional archive, including fieldwork notebooks, 

document collections, photographs, correspondence, and unpublished manuscripts. In 2024, Kamila 

Dadash-Zadeh and Anna Oldfield launched the Eldarova Archive project. The project is to catalog, 

digitize, and preserve the archive so that it is available for study and research. 

  This article, stemming from the presentation "Exploring the Archives: Emina Eldarova's 

Contribution to Azerbaijani Ashiq Studies" presented by Kamila Dadash-zadeh and Anna Oldfield at 

the 2024 Joint Symposium of the International Council of Music and Dance Study Groups for Global 

History and Music and Music and Dance of the Turkic World in Baku at the Azerbaijan National 

Conservatory, provides an overview of Eldarova's career and a preliminary survey of her archival 

materials. By cataloging and preserving her archive, the project ensures Eldarova's contributions 

will continue to inform and enrich scholarship in ethnomusicology, folklore, and related fields.  

Keywords: Aĸiq, Ashiq, Ashug, ɸʰʫʛ, Emina Eldarova, Uzeyir Hajibeyli, Azerbaijani 

music, Azerbaijani folklore, Azerbaijani epic, Bardic music, Living Epic Traditions, Azerbaijani 

Musicology 

 

ARXIVLᴄRIN ARAķDIRILMASI: AZᴄRBAYCAN AķIQķ¦NASLIĴININ 

ĶNKĶķAFINDA ᴄMĶNᴄ ELDAROVANIN ROLU 

X¿lasᴅ: Eldarova ᴄminᴅ Mehrab qēzē (1921-2008) ï etnomusiqiĸ¿nas, sᴅnᴅtĸ¿naslēq 

namizᴅdi (1975). Azᴅrbaycanda musiqi eposĸ¿naslēĵēnēn tᴅĸᴅkk¿l¿ndᴅ vᴅ inkiĸafēnda m¿stᴅsna 

xidmᴅtlᴅri olmuĸdur. ᴄ.Eldarovanēn elmi araĸdērmalarē nᴅticᴅsindᴅ etnomusiqiĸ¿naslēqda ilk dᴅfᴅ 
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olaraq aĸēq sᴅnᴅti ĸifahi ᴅnᴅnᴅli Azᴅrbaycan professional musiqisinin ºz¿nᴅmᴅxsus bᴅdii sistemᴅ 

malik olan m¿stᴅqil qolu kimi  tᴅqdim edilmiĸdir. Alimin tᴅdqiqat ᴅsᴅrlᴅrinin elmi problematikasē 

­oxĸaxᴅlidir. Onun elmi yaradēcēlēĵēnda aĸēqĸ¿naslēĵēn musiqi-tarixi, musiqi-nᴅzᴅri, etnoorqanoloji, 

metodoloji vᴅ d. problemlᴅri ºz ĸᴅrhini tapmēĸdēr. ¦. Hacēbᴅylinin rᴅhbᴅrliyi ilᴅ ñAĸēq sᴅnᴅti vᴅ 

muĵamēn m¿qayisᴅli icmalēò mºvzusunda diplom iĸi m¿dafiᴅ etmiĸdir. Tᴅdqiqat­ēnēn ñAĸēq sᴅnᴅtinin 

bᴅzi mᴅsᴅlᴅlᴅriò (rus dilindᴅ, ñAzᴅrbaycan incᴅsᴅnᴅtiò, I cild, 1949) adlē ilk elmi mᴅqalᴅsindᴅ aĸēq 

yaradēcēlēĵēnēn bᴅzi ¿slub x¿susiyyᴅtlᴅri, janr tᴅsnifatē, musiqi-poetik formalarē, sazēn 

orqanologiyasēndan bᴅhs edilmiĸ, aĸēq musiqisinin bᴅstᴅkarlēq yaradēcēlēĵēnda tᴅzah¿r¿ mᴅsᴅlᴅlᴅri 

iĸēqlandērēlmēĸdēr. ñAĸēq sᴅnᴅti haqqēnda tarixi o­erkò mᴅqalᴅsindᴅ (rus dilindᴅ, ñAzᴅrbaycan 

incᴅsᴅnᴅtiò, VIII cild, 1962) aĸēq yaradēcēlēĵēna dair bᴅzi tarixi mᴅsᴅlᴅlᴅr ĸᴅrh edilmiĸdir. 

ᴄ.Eldarovanēn elmi irsinin bºy¿k bir hissᴅsi Azᴅrbaycan aĸēqlarēnēn musiqili-poetik terminoloji 

l¿ĵᴅtinin tᴅdqiqi problemlᴅrinᴅ hᴅsr olunmuĸdur. ¥z dºvr¿n¿n gºrkᴅmli aĸēqlarēndan (aĸēq Talēb, 

Ķslam Yusifov, Mirzᴅ Bayramov, Sadēx Sultanov, ᴄsᴅd Rzayev, Ķbrahim Qara­ēoĵlu vᴅ d.) toplanmēĸ 

zᴅngin materiala ᴅsaslanaraq o, aĸēq yaradēcēlēĵēnda ᴅsrlᴅr boyu formalaĸmēĸ vᴅ ĸifahi yolla ºt¿r¿lm¿ĸ 

nᴅzᴅri biliklᴅr sisteminin mºvcudluĵunu tᴅsdiq etmiĸdir.  ᴄ.Eldarovanēn bu sᴅpkidᴅ aparēlmēĸ 

araĸdērmalarē aĸēq sᴅnᴅtini ĸifahi ᴅnᴅnᴅli Azᴅrbaycan professional musiqisinin ºz¿nᴅmᴅxsus bir qolu 

hesab etmᴅyᴅ ᴅsas vermiĸdir. Azᴅrbaycan aĸēq yaradēcēlēĵēnēn nᴅzᴅri sisteminᴅ dair mᴅsᴅlᴅlᴅr 

etnomusiqiĸ¿nasēn monoqrafiyalarēnda, ñAzᴅrbaycan aĸēqlarēnēn musiqili-poetik terminoloji l¿ĵᴅtiò 

(rus dilindᴅ, ñAzᴅrbaycan incᴅsᴅnᴅtiò, XII cild, 1968) mᴅqalᴅsindᴅ, Antropoloq vᴅ etnoqraflarēn VII 

¿mumd¿nya konqresindᴅ (Moskva, 1964) tᴅqdim etdiyi mᴅruzᴅdᴅ ºz ᴅksini tapmēĸdēr. ñAzᴅrbaycan 

aĸēqlarēnēn alᴅti sazò mᴅqalᴅsindᴅ (rus dilindᴅ, ñAsiya vᴅ Afrika xalqlarēnēn musiqisiò, Moskva, 1969) 

saz alᴅtinin mᴅnĸᴅyi, morfologiyasē, bᴅdii vᴅ texniki imkanlarēna dair geniĸ mᴅlumat verilmiĸdir. 

ᴄ.Eldarovanēn ñAzᴅrbaycan aĸēq sᴅnᴅtiò (rus dilindᴅ, 1984; 1996) monoqrafiyasēnda aĸēq sᴅnᴅti ilᴅ 

baĵlē olan mᴅsᴅlᴅlᴅr kompleks ĸᴅklindᴅ, tarixilik prinsipi nºqteyi-nᴅzᴅrindᴅn tᴅdqiq edilmēĸdēr. 

Monoqrafiyada  aĸēq sᴅnᴅtinin yaranmasē vᴅ inkiĸaf yollarē, aĸēq yaradēcēlēĵēnēn sintetik tᴅbiᴅti, 

musiqi-poetik formalarē, aĸēq m¿hitlᴅri, aĸēq qurultaylarē vᴅ d. mᴅsᴅlᴅlᴅr iĸēqlandērēlmēĸdēr.  

A­ar sºzlᴅr: aĸēq, ᴄminᴅ Eldarova, ¦zeyir Hacēbᴅyli, Azᴅrbaycan musiqisi, Azᴅrbaycan 

folkloru, Azᴅrbaycan eposu, epik musiqi, canlē epik ᴅnᴅnᴅlᴅr, Azᴅrbaycan musiqiĸ¿naslēĵē 

 

Article Text  

One of the challenging issues in the humanities today is the study of archival materials of 

scholars who have made significant contributions to the development of a specific academic field. 

Emina Eldarova (1921ï2008) was one of the most prominent Azerbaijani musicologists. The archive 

of Emina Eldarova is of interest in several respects. It is a valuable scholarly resource for Azerbaijani 

and international researchers in fields such as Ethnomusicology, Folklore Studies, Turkic Studies, 

and related disciplines. 

The study of E. Eldarovaôs scholarly legacy, who began her research in the late 1940s, is 

extremely valuable for understanding the development of ethnomusicology during that period. For 

the first time, E. Eldarova presented in scientific and theoretical form the rich musical and poetic 

heritage of the Azerbaijani epic storytellersðthe ashiqs. Her archive contains numerous reports from 

folklore expeditions, extensive factual material, and manuscripts of her academic works. Many of her 

scholarly ideas are valuable not only for the study of Azerbaijani ashiqs but also for the exploration 

of the epic traditions of other Turkic-speaking peoples. 

E. Eldarovaôs work is also of interest for studying the connections between scholars from the 

USA and Azerbaijan in the mid-20th century. For instance, her report presented at the 7th 
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International Congress of Anthropologists and Ethnographers in Moscow (1964) was described by 

the American ethnomusicologist Alan Lomax as ña real sensation of the congress.ò 

General Characteristics 

Emina Eldarova laid the foundations for the study of musical epic traditions in Azerbaijan. 

Her diploma work, written under the supervision of Uzeyir Hajibeyli, was devoted to a serious 

scholarly topic: ñComparative Analysis of Ashiq Art and Mugham.ò 

At the beginning of the 20th century, the cultural life of Azerbaijan was marked by the 

establishment of new paradigms. The study of Uzeyir Hajibeyliôs scholarly heritage shows that he 

developed a comprehensive concept for the advancement of all areas of Azerbaijani musical art. With 

great foresight, he entrusted the scientific study of ashiq art to his student, Emina Eldarova. 

If Eldarovaôs book ñThe Art of the Azerbaijani Ashiqò demonstrates her complete concept 

regarding ashiq musical art, her archive allows us to trace the process through which this concept was 

formed. Below are several key fragments of this concept, illustrated with archival materials: 

Scientific discovery of the ashiq musical-theoretical system 

One of Eldarovaôs major discoveries was the identification of a centuries-old system of 

musical and theoretical knowledge within ashiq art. Based on materials from her folklore expeditions 

and interviews conducted not only with ashiqs living in Azerbaijan but also with masters residing in 

historical Azerbaijani regions of Armenia and Georgia, Eldarova established that throughout this vast 

territory, despite dialectal differences, there existed a unified system of theoretical knowledge. 

This system included the names of traditional tunes, information on the relationship between music 

and poetry, a unique musical notation system, and detailed knowledge of the sazðincluding the 

names of modes and tunings. All this knowledge was summarized in Eldarovaôs article ñMusical and 

Poetic Terminological Dictionary of Azerbaijani Ashiqs.ò  

This discovery convincingly demonstrated that ashiq art is professional in natureðthat is, the 

entire body of knowledge is transmitted orally from generation to generation through the ustadï

shagird (masterïapprentice) system. 

The problem of syncretism. 

All the main scientific problems of Eldarovaôs research are reflected in her archival materials. 

One of these concerns the syncretic nature of ashiq art. For the first time in Azerbaijani scholarship, 

Eldarova examined the interrelation between the poetic forms of ashiq verse and the structure of 

traditional ashiq melodies. 

1. The system-ethnophonic method. 

Another important problem developed by Eldarova relates to the system-ethnophonic method, later 

proposed by Matsievsky in the 1980s. The essence of this method lies in the triad of instrument, 

music, and performerða conceptual unity that Eldarova had anticipated in her earlier work. 

2. Scientific correspondence. 

Eldarovaôs archive is also valuable for studying scholarly communication between scientists of that 

era. Among her archival materials are letters from prominent researchers such as V. Belyayev, Z. 

Qippius, F. Karomatov, and others. 

Conclusion ï The Eldarova Archive 

Eldarovaôs pioneering research of the bardic ashiq genre laid the foundations for the field 

today. Her 1984 monograph, The Art of the Azerbaijani Ashiq, remains a seminal work which 
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established a crucial framework of structures, terminology and methodological principles for ashiq 

studies. Her extensive fieldwork from the 1930s to the 1980s documented the creativity of ashiqs who 

still adhered to traditions that would be significantly changed in the 20th century.  For that reason, 

Eldarova's legacy extends far beyond her publications. She left a comprehensive professional archive, 

including fieldwork notebooks, document collections, photographs, correspondence, and unpublished 

manuscripts. 

  In 2024, Kamila Dadash-Zadeh and Anna Oldfield began the Eldarova Archive Project.  The 

project is to catalog, digitize, and preserve archive materials so they are available for study and 

research. This work was competed in 2025. By cataloging and preserving this archive, the project 

ensures Eldarova's contributions will continue to inform and enrich scholarship in ethnomusicology, 

folklore, and related fields.  This article stems from the presentation "Exploring the Archives: Emina 

Eldarova's Contribution to Azerbaijani Ashiq Studies" presented by Kamila Dadash-zadeh and Anna 

Oldfield at the September 2024 Joint Symposium of the International Council of Music and Dance 

Study Groups for Global History and Music and Music and Dance of the Turkic World in Baku, 

Azerbaijan at the Azerbaijan National Conservatory.  

 The Eldarova collection is unique and has no parallel: she was the only academic musicologist 

who worked in this field from the 1930s to the 1980s, documenting an epic singing genre that varied 

across regions while it was undergoing tremendous change during the 20th century. Beginning in the 

1930s, Eldarova worked with ashiqs who had apprenticed with pre-Soviet masters, and the traditions 

she observed would never exist again: modernization, cultural change, politics, war, displacement, 

and new technologies have all substantially influenced the genre. 

 Eldarova was a detailed, observation-based scholar who wrote on all aspects of the genre, 

from musical to literary to social. She interviewed and photographed the ashiqs she worked with, 

carefully recorded regional variations, documented methods of training apprentices, and compiled 

verse structures used in epic, poetry, and verbal dueling. She noted and worked out variations of 

scales, tunings, and musical qualities of both vocal and saz instrumentaiton, learning the terminology 

that ashiqs themselves used rather than forcing their music into an alien system. At a time when only 

Western music was thought to have a developed theoretical system, she discovered that ashiqs had a 

complex orally transmitted musical theory that allowed them preserve musical information over the 

centuries.   

 Eldarova's meticulous documentation and insightful analysis have left an indelible mark on 

the field of Azerbaijani ethnomusicology. Through extensive ethnographic expeditions and 

meticulous notation, she documented the invaluable contributions of master ashiqs, documenting and 

communicating an entire era of Azerbaijani musical heritage that will never exist again. At the same 

time, she lay the groundwork for fieldwork and observation-based methodology, documented a full 

range of ashiq terminology, worked out the verbal musical system of ashiq music and transmission, 

and recorded many great masters for the national archives. In addition, the photographs of her with 

master ashiqs and her lifelong correspondence with U. Hajibeyli and other scholars, show the life of 

a beloved scholar who treated all with kindness and respect, and was respected in return. The Eldarova 

archive, spanning decades of dedicated work, provides a unique window into the world of the 

Azerbaijani Ashiq and stands as a testament to her enduring legacy. 
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THE ROLE OF PURLI SARYEV IN PRESERVATION AND RENEWAL TRADITIONS OF 

TURKMEN DUTAR PERFORMANCE  

Dutar performance is an important branch of folk art in Turkmenistan. Having gone through 

a long path of evolution, dutar music has reached our days, embodied in simple compositional 

structures. The center of dutar performance is the Ahal region. The high level of skill of dutarists of 

this school is evidenced by the developed traditional terminology, rich technique, as well as a huge 

repertoire, including dutar cycles ñMukamsò, ñGyrklarò and ñSaltyklarò. Ahal yolyôs mentors instill 

in the minds of their students the requirements of high professional excellence and the norms of 

maintaining the ñpurityò of the performing tradition. Turkmen musicians consider it their life's task 

to transmit the music of their fathers in the form in which they received it, and consciously contrast 

their art with improvisation, characteristic of many eastern peoples. 

A prominent representative of the Ahal school is the outstanding dutar and gydjak player Purli 

Saryev. His father, the famous Sary baghshy, raised three sons ï Purli, Oraz and Nury, each of whom 

made a worthy contribution to the development of Turkmen culture. Purli Saryev went down in 

history as the creator of his own style direction, which is carefully passed on today, that indicates the 

creation of an entire school of dutar performance. A distinctive quality of Purli Saryevôs style is his 

innovative approach to the works he performs. Strictly following the norms of mentoring, Purli 

Saryev made changes and renewed the tradition. He brought something new to each performance: 

a bright tempo-rhythmic and melodic turn. Only a skilled dutar player, who had reached the level of 

a mentor, could afford such changes. The master's innovative approach is manifested both at the 

level of form and in performing techniques. Author of numerous of his own opuses, the musician 

during 30 years led an ensemble of folk instruments, which would later receive the name of Purli 

Saryev. 

Keywords: Turkmen music, dutar, instrumental art, schools of dutar performance, innovative 

approach, renewal traditions, Turkmen dutar mukams 
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Introduction. Turkmen folk music is an organic fusion of two layers: folklore genres and 

examples of oral-professional performance. The bearers of the oral-professional heritage are bagshy 

and sazanda - traditional singers and instrumentalists. The main instrument of the Turkmen bagshy 

is the dutar - a two-stringed lute-like musical instrument, images of which can be found on the most 

ancient archaeological artifacts found on the territory of Turkmenistan. History has preserved the 

name of a brilliant lute performer of the Middle Ages, he is Barbad Mervezi - a native of Merv 

(southeastern Turkmenistan), who gained fame throughout the East. Turkmen music researcher V. A. 

Uspensky writes: ñIt is natural to assume that Barbad, who appeared at the court of Khosrow II as a 

fully formed musician, a virtuoso lutenist, brought with him not only his instrument, but also a school 

of playing it, developed in his homeland, where the lute was especially reveredò [5, 68].  

According to V. Uspensky, music for the dutar, the constant companion of the Turkmen 

bagshy, is distinguished by a special, concentrated intimacy of its moods, harmonizing with the size 

of the Turkmenôs home ï a felt tent, which serves him and his family as a reliable shelter for protection 

from bad weather [5, 69]. Being the successors of Barbad, the Turkmen bagshy and sazanda from 

century to century improved their performing skills, captivating listeners with the power of emotional 

impact, the richness of artistic images and the depth of the content of dutar music. The center of dutar 

performance in Turkmenistan is the Akhal school, the most prominent representatives of which in the 

20th century were Amangeldy Gonubekov, Kel bagshy, Tachmamed Sukhangulyev, Mylly 

Tachmyradov, Purli Saryev. 

Purli Saryyev and the traditions of Turkmen dutar performance. The work of Purli 

Saryyev (1900-1971) is characterized by high professionalism, manifested in the subtle nuances of 

the performed works and virtuoso performing technique. The works he performed, on the one hand, 

were distinguished by strict stability (recordings of pieces performed by the mentor, made at different 

periods of his life, are unchanged and verified to the second), on the other hand, the amazing 

improvisational gift of the master and his ability to flexibly modify the structure of the piece, 

remaining within the framework of tradition, led to the creation of an individual stylistic direction in 

dutar performance, called the Purli Saryyev school. 

The future musician was born into the family of the famous Sary bagshy in the village of 

Bami. Thanks to the extraordinary pedagogical talent and life wisdom of the father, all his sons - 

Purli, Oraz and Nury - received good professional training as dutarists and gydjakchy (player of 

gydjak). Sary bagshy often took his sons to weddings, where they accompanied their father on the 

dutar and gydjak, learning the basics of the craft and meeting famous folk performers. Thus, at one 

of the celebrations, Purli Saryyev heard the famous dutarist Kel bagshy perform and soon became his 

prot®g®. Until the end of his life, the dutarist spoke lovingly of his mentor, who passed on his entire 

repertoire and the subtleties of craftsmanship to the young man. In memory of his father-mentor, Purli 

Saryyev composed his first dutar saz, ñBagyshlanyarò (ñDedicationò), in 1934. 

 

               

People's Artist of Turkmenistan Purli Saryev with dutar (1970) and gydjak (1932). 

From the collection of the State Archives of Turkmenistan. 
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Bagshy schools in Turkmenistan are located in all regional zones. Each direction is 

characterized by its own performance features. In this series, the Akhal school of dutar performance 

stands out for its special approach to the precepts of its mentors [1]. Dutarists of the Akhal school 

perform complex, highly artistic pieces filled with grace and lightness. Distributing the dynamics of 

development throughout the form of the dutar saz, they bring it to great culminations, which requires 

skill and is honed by tradition. The main requirement of dutarists of this direction is the preservation 

and transmission of the performed dutar saz in the form in which they adopted them from their 

mentors. Thanks to such requirements, the most valuable examples of dutar music have reached us in 

their original form. 

The term "tradition" in folk music is usually understood as a historically established stable 

transmission from generation to generation of accumulated cultural values. As V. Uspensky noted, 

Turkmen music has not changed anything in its essence over the centuries. New musicians appeared, 

new music was composed, but these musicians composed only within the limits of traditional 

compositional norms, without introducing anything essentially new into them. At the same time, 

fidelity to tradition does not mean its thoughtless copying. The vitality of tradition is supported by its 

limited renewal - such is the general nature of musical art. 

The pearls of Turkmen dutar music are dutar saz, which represent an abundance of genres and 

forms. In the performance heritage of Purli Saryev alone, one can count over one hundred and fifty 

folk saz. These include miniatures ("Maral geldi", "Sallana", "Harayym dondi", "Naler gorundi" and 

others), more complex pieces in terms of composition and performance ("Ayna", "Owadan gelin", 

"Senem geldi" and others), large-scale compositions ("Heserli", "Buduwilmen", "Uchradym", 

"Hatyja", "Yar gara gozli"), as well as a number of dutar cycles ("Mukamlar", "Gyrklar" and 

"Saltyklar"). The word "mukam" was most likely borrowed by Turkmen dutarists from Azerbaijani 

culture in order to emphasize the significance of individual saz. The term "muqam" in Turkmen music 

combines the concepts of genre, maturity and mastery. "Over time, the "Mukamlar" cycle took a firm 

place in the repertoire of Turkmen performers of the Akhal school, and the word "muqam" in 

Turkmen culture began to be used to define the highest degree of ideological and performing 

perfection" [2, 223]. 

Purli Saryev's repertoire also includes pieces ("Khadzhigolak", "Burnashak", "Yandym") with 

features of a multi-part cycle. "Khadzhigolak" alone combines four independent sections composed 

by different authors. In addition to the dutar saz from the repertoire of the Akhal school, Purli Saryev 

repeatedly turned to local performing directions. For example, using the musical themes of the Mary 

(southeastern region of Turkmenistan), Balkan (western region) and Dashoguz (northern region) 

velayats, Purli Saryev created magnificent examples of dutar performance in the tradition of the Akhal 

school (for example, ñKarar oldumò, ñKichiò, ñTunideryaò, ñYashylbashò, ñWagtydyrò, ñBibiò, 

ñHosh gal indiò and others). 

Having gone through a long path of evolution, the instrumental music of the Turkmen has 

reached our days embodied in expanded compositional forms. In the music of the oral tradition, ña 

departure from the canon was often perceived as a violation of the norms of artistic ethics. And yet, 

works of canonical art had a full measure of aesthetic impact. Its mechanism is all the more interesting 

because fresh artistic impressions are each time caused by a system and a combination of elements 

that have long been known to the listener, stable in their semantics and therefore predictable. The 

breadth of the range of impact of such art largely depends on the talent of the performer-creatorò [4, 

58]. At the same time, each dutar saz represents a clear structure into which new themes and 

improvisational inserts, enriched melodically and rhythmically, can be woven. With an invariable 

three-stage nature, the compositional structure of dutar pieces is embodied in different ways. The 

three-phase nature of dutar saz, including sections of theme, culmination and conclusion, gives 

grounds for many researchers to characterize this heritage as canonical art [3, 14]. 

A distinctive feature of Purli Saryev's style is the addition of small ligaments and cadences, 

individual turns and sequences to the performed works, which gave dutar saz a genre update. 
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Improvisational talent combined with brilliant performance technique distinguishes Purli Saryev from 

other Turkmen dutarists. "Turkmen bagshies are representatives of artistic music and sacredly honor 

its precepts," writes V. Uspensky, "thanks to which Turkmen music is, on the one hand, so unique, 

and on the other hand, has been able to preserve its ancient traditions over the centuries." At the same 

time, ñthe Bagshy consider the task of their life and profession to be the transmission of the music of 

their fathers in the form in which they received it from them, and quite consciously contrast their art 

with improvisation, which is so characteristic of many eastern peoples, for example, the Kirghiz, 

Kalmyks and othersò [5, 75]. 

Purli Saryev most often updated non-thematic musical material by modifying small 

constructions and sections of dutar saz, observing the sequence of the canonical triad (theme - 

culmination - completion). In the performed works, the dutarist took into account the listeners' 

demands, repeating turns that were already known or encountered earlier and mastered by the ear. 

When repeating a thought, its structure and expression are more easily perceived, and artistic details 

are more clearly assessed. An important element of the improvisational renewal of dutar saz 

performed by Purli Saryev are the sequences he introduces - an important development factor that 

allows enhancing the artistic and emotional expressiveness of a musical work. The dutarist revealed 

the character and direction of the sequence links with his intonation manner; improvisational inserts 

can be observed in the final sections of the dutar pieces "Kepderi", "Hatyja", "Naler gorundi". In the 

piece "Satashdym" not only individual elements of the melody are modified, but also an extended 

cadence is added. Almost all the works performed by Purli Saryev use the technique of ornamental 

saturation of the melodic line (for example, in the saz "Shirin-Sheker"). At the same time, introducing 

modifications to the melody and structure of folk compositions, the Turkmen dutarist left their three-

stage dramaturgy unchanged.  

For 30 years, Purli Saryev led the ensemble of folk instruments, which was later named after 

him. The traditions laid down by the mentor are continued with dignity by his students and followers. 

 

 

Folk instrument ensemble led by Purli Saryev (sitting in the center). 

From the collection of the State Archives of Turkmenistan. 

 

As we can see, the reason for the viability of Turkmen dutar music and its compositional 

structures in the Akhal tradition is that folk music, woven from a number of logical connections, 

artistic images and concepts, finds a strong support in the form of repeatedly repeated and therefore 

well-known to the listener melodic-compositional turns, generally reflecting typical, most common 

forms of movement and musical thinking. Purli Saryev, using improvisational inserts and introducing 

new nuances into repetitions, achieved a renewal of interpretation.  

Conclusion. The name of Purli Saryyev in the dutar performing tradition of Turkmens is 

associated with the concepts of founder and innovator. A brilliant virtuoso, improviser, author of a 

number of his own dutar and gidzhak saz, the master made an important contribution to the 

development of traditional dutar performance in Turkmenistan. The performing style of the mentor 
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is characterized by the methods of developing dutar music typical of the Akhal school, which, 

combined with the improvisational talent of the master, bring dutar performance to a qualitatively 

new level. The folk saz performed by the dutarist, their genre diversity characterizes the entire 

spectrum of the performing heritage of the Akhal school. Purli Saryyev widely, but very delicately 

and organically, in moderation used improvisational methods manifested at the melodic, metro-

rhythmic and performing levels, as well as in the specific development of pitch space. Based on the 

foundations of performing art laid down by tradition, Purli Saryev filled it with his imagination and 

improvisational gift, thanks to which each piece he performs is perceived as an instrumental 

masterpiece. 
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DEVELOPMENT  DYNAMICS  OF MUTUAL  CULTURAL  RELATIONS  OF THE 

WEST AND THE EAST 

(BASED ON AZERBAIJANI  MUSIC) 

There are very wide cultural relations between the West and the East (especially in the music 

field). Due to the fact that Azerbaijan is located in a region where eastern and western cultures 

intersect, music has a great influence in this country. It is the purpose and mission of the work to 

investigate and study the mutual influence and exchange of musical cultures. 

The connection of Azerbaijani music with the music of the West and the East opens the way 

for the study of many problems, which is one of the urgent issues facing modern musicology. 

The presented article explains how these issues are interrelated in the following paragraphs: 

1. Cultural exchange and integration: This exchange and integration can be seen in various 

forms such as Azerbaijani music, jazz and modern classical music. These forms will be investigated 

and submitted; 

2. Effect and adaptation: In the structure of the composition the interaction of Azerbaijani 

music with Western music will be explained; 

3. Conservation and innovation: The innovative advances of the West in the cultural context 
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and Azerbaijan's attachment to traditional forms create a global musical landscape. This dynamic 

development will be shown in the article; 

4. Global platforms. Digital technology and online platforms make it easier for musicians to 

reach a global audience, but also raise issues related to copyright, cultural authenticity, and the 

commodification of music. We will express our attitude to this issue. 

Researching and studying all these issues will  constitute the scientific novelty of the work. 

Keywords: West, East, Azerbaijan, music, tradition, reciprocity 

 

Azerbaijan, due to its strategic geographical location and historical development, serves as a 

bridge between Western and Eastern cultures. The interaction and influence of these two cultures 

have played a significant role in shaping Azerbaijani culture. The dynamics of these relations have 

evolved according to different historical stages and socio-political conditions. The development of 

these cultural exchanges can be observed in the following aspects: 

1. Ancient Times and the Influence of Eastern Cultures: 

Adoption of Islam (7th-9th centuries): With the spread of Islam, Azerbaijan became 

integrated into Eastern cultural spheres. During this period, the influence of Islam became deeply 

rooted in Azerbaijani art, literature, and philosophy. Key figures from this era, such as the renowned 

scientist and poet Firidun Attar and the legendary poet Nizami Ganjavi, became central to Azerbaijani 

literature and intellectual thought. 

Safavid period (16-18 centuries): During the Safavid Empire, Azerbaijan entered into 

intensive relations with both the Eastern and Western worlds. Tabriz, the capital of the Safavids, also 

established trade and diplomatic relations with Europe, and it was possible to see influences on 

Western art in mosques and palaces. 

2. Western Influence and Relations with Europe: 

 Russian Occupation and Relations with Europe (19th century): In the 19th century, 

Azerbaijan became part of the Russian Empire. During this period, the influences of Russia and 

Europe became more pronounced, playing a key role in shaping Azerbaijani culture. This connection 

laid the foundation for modernization in various aspects of Azerbaijani society, including education, 

industry, and governance. 

19th Century Azerbaijani Literature:  Western literary influences began to manifest in 

Azerbaijani literature during this time. Notably, the influence of European Romanticism can be seen 

in the works of Azerbaijani writer Huseyn Javid. The harmonious combination of Eastern and 

Western elements in Azerbaijani literature resulted in a unique literary and cultural synthesis, marking 

a distinctive era in the nationôs cultural history. 

3. The Influence of the Soviet Era and Western Culture: 

Soviet Period (20th century): During the time Azerbaijan was part of the Soviet Union, it 

experienced the combined influences of both Eastern traditions and Soviet Russian culture. Although 

Azerbaijani culture, art, and literature retained Eastern cultural elements, the period also saw the 

growing influence of Soviet ideology and certain aspects of Western modernization. The relationship 

with Soviet Russia, as well as with experts from the West, played a significant role in the development 

of Azerbaijan's scientific and technological sectors. 

Intercultural Dialogue during the Soviet Era: Despite the dominance of Soviet ideology, 

Western art, music, theater, and cinema found their place in Azerbaijan. The influence of European 

music, particularly symphonic music, became widespread among Azerbaijani composers. The 

translation and publication of classical Azerbaijani poets such as Nizami, Khagani, and Fuzuli in 
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European languages sparked a greater interest in Western culture and literary traditions. 

4. Independence Period and Intercultural Dialogue: 

Independence of Azerbaijan (after 1991): Following its independence, Azerbaijan actively 

engaged in cultural exchanges with both the East and the West. The country began to play a more 

prominent role in promoting intercultural dialogue and cooperation. State-sponsored programs, 

international events, and global cultural exchanges strengthened Azerbaijan's position as a bridge 

between Eastern and Western cultures. 

Cooperation with the West: Azerbaijan's relationships with international organizations, 

particularly the European Union and the United Nations, grew stronger. Western influence became 

more evident in Azerbaijani art, particularly in the realms of modern art and culture. Cultural 

exchanges, including art exhibitions and festivals, brought Azerbaijani culture to a broader 

international audience, while simultaneously enriching the nation's own artistic landscape through 

greater exposure to Western cultural trends. 

5. Intercultural Synthesis: 

Harmony in the Culture of Azerbaijan:  Azerbaijan is a prime example of intercultural 

synthesis, where the harmonious blending of Eastern and Western cultural elements has resulted in a 

rich, multifaceted national culture. Situated at the crossroads of East and West, Azerbaijan has 

successfully integrated the best aspects of both worlds. While classical Eastern literature and music 

are central to Azerbaijani culture, Western art, philosophy, and modern cultural concepts have also 

left a significant imprint. Baku, the capital, has become a vibrant center where Eastern and Western 

cultures converge, symbolizing the fusion of diverse traditions in Azerbaijani society. 

Cultural Relations Between East and West: The development of cultural relations between 

East and West has been a complex, dynamic process throughout history. These interactions have 

evolved through various stages and have produced both positive and negative outcomes. As discussed 

in this work, understanding the stages and dynamics of these cultural exchanges offers valuable 

insight into how they shaped Azerbaijani culture and identity. The interplay between Eastern and 

Western cultures has contributed to Azerbaijanôs distinctive cultural heritage. 

Similarities and Differences Between Eastern and Western Cultures: Eastern and Western 

cultures, though distinct in many ways, share common traits that have contributed to the global 

exchange of ideas. Eastern cultures are often regarded as the origin of many foundational elements of 

world culture, including philosophy, art, and science. However, it is widely recognized that many 

technological innovations, particularly during the modern era, have originated in the West, leading to 

the perception of Western culture as dominant in certain spheres, especially in terms of technological 

and industrial advancements. 

Musical Art and Cultural Synthesis: One of the most vivid examples of intercultural 

synthesis is found in the development of musical art. The evolution of music in Azerbaijan, as well 

as in many other regions, has been marked by the fusion of national traditions with global musical 

influences. The active absorption of both Eastern and Western cultural influences has led to the 

creation of new musical forms, genres, and styles. Eastern and Western musical traditions have 

interacted in diverse ways throughout history, creating a rich environment for mutual learning and 

creativity. This cross-cultural exchange has further enriched the musical traditions of both cultures, 

leading to a deeper, more complex understanding and appreciation of music as a universal language. 

Through the synthesis of Eastern and Western influences, Azerbaijan has cultivated a unique 
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cultural identity that reflects its historical role as a crossroads of civilizations. The development of its 

art, literature, music, and philosophy illustrates how the fusion of diverse cultural elements has shaped 

Azerbaijan's national character and contributed to its vibrant, evolving culture. 

Researching, studying and researching the socio-political and cultural changes that took place 

in the world in the 20th-21st centuries had a great impact on our independent Azerbaijan. In this 

respect, intercultural interactions lead to the realization of necessary tasks. The people also get 

involved in these processes and become its direct participants, but the extent to which the people are 

ready to accept it in this globalization process can be questioned, but only highly cultured peoples 

can accept these processes and make them their own. 

We also tried to study the comparison of Eastern and Western ways of thinking about culture 

on the example of Azerbaijan and conducted research to determine both the similarities and 

differences between Eastern and Western music at the end of the 20th century and the beginning of 

the 21st century. This also helped us determine the dynamics of the development of Azerbaijani 

cultural relations with the West. 

Azerbaijani musical science has been integrated into Western countries since the Middle Ages. 

The works of the outstanding musicologist Safiyeddin Urmavi, who lived in the 13th century, are 

used in the study of musical systems in the West from that time until today. His works are kept in 

Istanbul, New York, St. Petersburg, and London museums. These works were translated into French 

by Bernard Carat de Vaux at the end of the 19th century and were used as textbooks on music theory 

in many universities in Paris. Later, after studying the original and translated versions, the English 

researcher H.G.Farmer came to the conclusion that S.Urmavi's greatest contribution to the science of 

music theory was the creation of a systematic theory [1, p.71]. 

This connection and dynamic of development could not pass without affecting the culture of 

East and Azerbaijan, especially in the 20th century, the formation of professional music of Azerbaijan 

was related to a number of specific conditions. Another innovation that emerged in Azerbaijan in the 

20th century, along with national music, is European-style professional music. These developed both 

independently and in parallel. Azerbaijan, as a country with a centuries-old history, has become a 

subject of the modern world and preserved its historical and cultural environment, thereby preserving 

its national identity. This has brought the cultural heritage of the people to the fore in a modern form. 

These works that preserved traditional mugham melodies and their structure, enriched them with 

expressive means specific to modern writing techniques, and created a classic orchestral arrangement. 

When talking about the interaction of Western and Eastern music in Azerbaijan, it is necessary 

to mention the great role of Uzeyir Hajibeyli first. At the beginning of the last century, the genius 

Uzeyir Bey, who laid the foundation of Azerbaijani professional music and combined Azerbaijani 

musical traditions with Western musical elements, laid the first foundation of this work by creating 

the opera "Leyli and Majnun". 

Uzeyir Hajibeyli played a great role in the development of Azerbaijani music education. The 

composer has always been thinking about the issue of music education in Azerbaijan. He answered 

the question of whether it is necessary to study European music in his article ñIssues related to duty 

of our musicò and thus explained how important this issue is [4, p. 175]. 

Since the last century, our composers, continuing the traditions of Uzeyir Hajibeyli, have 

combined our folk music and mugham traditions with modern musical techniques, creating dozens of 

valuable works - opera, symphony, ballet, romance, chamber works, etc. they wrote. We would 

especially like to mention symphonic mughams. As it is known, at that time, our outstanding 

composer Fikret Amirov laid the foundation of a completely new genre in world professional 
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composer music with his symphonic mughams. It was these works that preserved the traditional 

mugham melodies and their structure, and enriched them with means of expression specific to modern 

writing techniques, and created a classical orchestral composition. 

The modal structure of national music and the tonal-based structure of Western music have 

brought new criteria to both national and Western music. The synthesis of Eastern and Western music 

has led to the emergence of our traditional music in a new polyphonic structure. As an example, we 

can show the chorus ñ¢ᴅnlibelò (ñChanlibelò) from the opera ñKorogluò by Uzeyir bey. Here, the 

artist used classical polyphony very prominently. Also, examples of "Arazbari", vocal and piano work 

of folk songs, operettas and other works can be given. Followers of the Uzeyir Bey school, who gave 

a large place to polyphonic forms in their works, have always used these traditions. 

Already in the middle of the 20th century, many new styles emerging in Western music - 

neoclassicism, dodecaphony, avant-garde and others - begin to manifest themselves in the works of 

our composers. It is no coincidence that Gara Garayev, who participated in the International festival 

held in Los Angeles, United States of America in 1961 and applied these systems fundamentally in 

his works, expressed his impressions and said: ñWe are fifty years behind themò [6]. After that, the 

composer began to study Western musical systems and new technologies. 

Professor Zumrud Dadashzade writes in her scientific article ñOn the application of avant-

garde technologies in Azerbaijani musicò: ñ... in the first half of the 60s, as a result of the creative 

efforts of G. Garayev, the replacement of the aesthetic-style paradigm in Azerbaijani music takes 

place. It should also be noted that two works created in 1963 - Arif Malikov's ñMetamorphosesò and 

Khayyam Mirzazade's ñEssays-63ò - clearly show the tendencies of renewing the musical language. 

Firangiz Alizadeh, Faraj Garayev, Ismayil Hajibeyov, Javanshir Guliyev, Rahila Hasanova and 

others who came to art in the 70s. mastering the arsenal of avant-garde technologies, everyone 

participates in the process of renewal in the style of his choiceò [2, p. 162ï166]. 

Since the last century, our artists have made frequent tours to foreign countries, thereby 

playing a major role in the promotion of Azerbaijani music in the world. Fikret Amirov writes in his 

article ñMemories of Englandò: ñThe sound of the tar became more widespread in London day by 

day... It even happened that the BBC radio and television company showed great interest in the 

ancient musical instrument of Azerbaijan. At their request, I played my favorite folk songs ñShur 

mugamò, ñAy qēz, ay qēz amandērò vϸ ñK¿­ϸlϸrϸ su sϸpmiĸϸmò accompanied by the piano. Thus, 

millions of listeners and viewers were able to get acquainted with the folk music of Azerbaijanò [3, 

p. 116]. 

I would like to talk a little about jazz music. As is well known, jazz music originated in the 

United States with a deep African musical tradition. The roots of Azerbaijani jazz are based on 

mugham and improvisation. Vagif Mustafazade and Rafig Babayev, the founders of Azerbaijani jazz, 

created the unity of classical jazz and added interesting improvisations. Baku International Jazz 

Festival is held in Azerbaijan every year. Interest in this music genre is very high and the festival 

attracts composers, performers and other professionals from all over the world. 

In modern times, there are many of our performers who represent Azerbaijani jazz not only in 

our country, but also in the whole world: Aziza Mustafazade, Salman Gambarov, Emil Afrasiyab, 

Rain Sultanov, Shahin Novrasli, Isfar Sarabski, Natig Shirinov and dozens of others. 

If we talk about Aziza Mustafazade, the relict of Vagif Mustafazade, among our jazz 

performers, we should note that the main source of his jazz compositions is, of course, mugham. But 
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the artist does not use mugham in its traditional form, he combines mugham with other forms such as 

classical or avant-garde music. In 1994, Aziza Mustafazade was awarded the ñPhono Academy 

Prizeò, the most prestigious award in the field of music in Germany. In the same year, he won the 

ñEcho Prizeò from ñSonyò for his 2nd CD album called ñAlwaysò. This album was received with 

great admiration throughout Europe. 

Another famous jazz singer of the modern era is Emil Afrasiab. With his interesting and 

memorable performances, he performed on famous stages not only in our Republic, but also in 

different countries of the world - Germany, France, Italy, Austria, the Czech Republic, the USA, 

Japan, Belgium, Russia, Ukraine, brother Turkey and other places, and he is still performing today. . 

His repertoire includes classical music, jazz, original works that are a synthesis of mugham and jazz 

music. 

I should mention that in 2013, Emil Afrasiab studied at the Berkeley College of Music in 

Boston (Massachusetts) with two majors - Jazz composition and performance. Currently, teacher 

Emil is doing great work on the issue of including Berkeley jazz music education in the educational 

system of the Azerbaijan National Conservatory. 

In 2011, the artist who was awarded the honorary title of Honored Artist of the Republic of 

Azerbaijan, Abdullah Ibrahim, took a master class at ñCarnegie Hallò in 2015. Today, the composer-

performer himself gives master classes in different countries. 

Popular music, which is one of the most widespread types of music in the world today in the 

West, has not left an impact on the development of Azerbaijani pop music. Azerbaijani popular music 

combines various genres and styles, drawing inspiration from the country's rich cultural heritage. The 

Azerbaijan National Conservatory plays a major role in training young specialists in this music genre 

in our country. So, the department of ñPopular music and jazz performanceò has been operating in 

this educational institution for several years. That department is headed by Emil Afrasiyab, and the 

department employs professional performers who have been engaged in high-level stage activities for 

many years. Here, they teach students stage culture and other such basic features of this art along with 

performance. 

We would like to specially mention that one of the most important institutions with which 

Azerbaijan has cultural relations with different countries is the UNESCO organization. Azerbaijan 

has been closely cooperating with UNESCO since the last century. Back in 1967, UNESCO released 

2 tapes and 2 audio-cassettes of Azerbaijani mughams from the ñMusic of the Peoples of the Worldò 

series [7]. At the same time, mugham, which is considered the classical music of Azerbaijan, was 

recognized by UNESCO in 2008 and included in the ñRepresentative List of the Intangible Heritage 

of Humanityò. It should be noted that the composer Firangiz Alizadeh who was awarded the honorary 

title of ñArtist of Peaceò by UNESCO in 2007, is the brightest example of the synthesis of Eastern 

and Western music in modern times. 

Also, cooperation with organizations such as ISESCO and ISTMD is of great service to the 

development of education and dialogue between civilizations. Azerbaijan has been a member of 

ISESCO since 1991. Since that year, the close relations established with this organization have 

expanded further after the first lady of Azerbaijan, Mehriban Aliyeva, was named ISESCO's goodwill 

ambassador. 

 In 2006, the ICTMD Research Group on Turkic World Music was established under 

UNESCO, and Azerbaijan joined this group. This organization, which our country is a member of - 

the International Council for Traditional Music and Dance, is a scientific organization that aims to 

continue studying, applying, documenting, preserving and spreading the music and dances of all 
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countries. Since 2006, our musicians who are members of this organization regularly participate in 

the organization's events held in Azerbaijan and other countries, and closely cooperate with musicians 

from other countries. 

Various international events are held in our country. Gabala International Music Festival, 

Shaki Silk Road Festival, International Mugham Festival, U.Hajibeyli Music Festival and dozens of 

others, musicians from both poles participate in these festivals and are able to further expand these 

relations. 

At the same time, Azerbaijani artists participate in a number of contests and competitions held 

in Europe and the United States. As is known, Azerbaijan participated in the prestigious Eurovision 

song contest since 2008, winning the first prize four years later and hosting the contest in 2012. 

Of course, such events are very important and necessary in terms of promoting Azerbaijani 

culture all over the world and establishing close cultural relations with foreign countries. 

The cooperation of Azerbaijani musicians with European and American recording companies 

is an important topic in terms of the development and recognition of our music at the international 

level, in addition to expanding their career opportunities. This leads to cultural exchange and presents 

local musical traditions in a new context. Already at the beginning of the 20th century, dozens of 

mughams, kassin, folk songs and airs performed by many of our artists were recorded on the 

gramophone shafts of ñGramophoneò of England, ñPeteò of France, ñSport-Rekordò of Warsaw and 

other companies. 

Even today, Azerbaijani musicians, especially those active in modern and traditional music 

genres, cooperate with various recording companies. The contract signed by honored artist Isfar 

Sarabski with the American recording label "Warner Music Group" and honored artist Sevda 

Alakbarzade with the German company Network Medien played a role in presenting our music to 

listeners in Europe and the United States. 

Also, a number of our members performed duets with well-known Western singers. For 

example, ñI'm your Goddessò by Alim Gasimov with David Vendetta, ñCoffee from Columbiaò by 

Aygun Kazimova with famous star Snoop Dogg, ñBakēmēn ¿z¿ g¿l¿rò with French singer Kelly Joyce 

by Tunzala Aghayeva, ñI'm freeò by Eldar Gasimov with Aligee, We can give an example of Vagif 

Nagiyev's song ñRain of Hopeò with French singer Ingrid. 

In modern times, our singers share their songs on popular digital platforms such as Spotify, 

Apple Music, Deezer, and bring the popular music of Azerbaijan to a wide audience. 

Azerbaijani traditional music has always attracted the attention of foreign musicians. 

Therefore, even from across the ocean, a number of musicians come to our country to study 

Azerbaijani music. The first example of such musicians is the American tar player Jeffrey Verbock. 

The musician, who shows great interest and love for Azerbaijani mugham, has been coming to 

Azerbaijan regularly since 1989 and has learned to play the tar. He repeatedly gives mugham concerts 

in America and many European countries and promotes our national music. 

One of such musicians is Mark Eliyahu, a world-renowned kamancha player, born in Israel. 

He lived in Azerbaijan for some time to learn the kamancha instrument and mughams and took lessons 

from our outstanding kamancha player Adalat Vazirov. 

Also, holding international projects between countries has a great impact on the development 

of Azerbaijan's international cultural relations. ñWhen talking about such projects, it is necessary to 

emphasize the name of People's Artist, professor Siyavush Karimi. Under his leadership, a joint 
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concert of Latin American and Azerbaijani musicians, founded in 2002, was held on the basis of the 

ñTrans Atlantic Non Stopò project. After that concert, the performance of the ñAltiplanoò group was 

recorded in the recording studio named after Rafig Babayev, and in 2002-2006, it was developed for 

synthesis in that studio. Let us also bring to your attention that this project, which was realized for 

the first time in Azerbaijan in 2002, was later presented in Stockholm, the capital of Sweden. 

According to the contract signed with the Norwegian company ñKirkelis Kulturversktedò in 2007, 

the obtained music numbers were included in the album made under the brand name ñTrans Atlantic 

non-stopò in the same year, and in April 2007 they were included in the top ten music ñWorld 

Albumsò of Moscowò (5, p. 270-275). 

I would like to mention one more project prepared by Siyavush Karimi. ñéThe next project 

is the project ñSalam-Holaò prepared by Siyavush Karimi together with the musicians of Azerbaijan 

and South America with the group ñAltiplanoò. On March 11, 2011, at the Heydar Aliyev Palace 

concert organized by the Ministry of Culture and Tourism and the National Conservatory of 

Azerbaijan, the synthesis music performed by the ñAltiplanoò music group from Ecuador and 

Azerbaijani musicians created a great response. 

Another project we will talk about is about Azerbaijani-Norwegian cultural relations. There 

are close cultural ties between these two countries. One of them is the musical project signed between 

Azerbaijan and Norway in 2001 at the initiative of Siyavush Karimi. This is the project ñThe land We 

came fromò which was jointly organized by the Norwegian "Skruk" choir and Azerbaijani musiciansò 

(5, p. 270-275).  

In addition, we can mention that Azerbaijani artists teach our national music to foreign 

musicians in ñmasterclassesò regularly organized in the USA and several European countries. Among 

such performers, we can mention people's artist Munis Sharifov, professor Abbasgulu Najafzadeh 

and others. 

Thus, while preserving its traditional forms, Azerbaijan also feels the influence of Western 

culture. As a result of cultural integration, some innovative elements have found their place in the 

culture of Azerbaijan. At the same time, Azerbaijan's rich traditions and national values, along with 

these innovative influences, help preserve cultural diversity and identity. 

These two different approaches provide a fascinating picture of cultural exchange and 

development, as well as how different cultures interact and merge. 

From what has been discussed, it can be concluded that, in the case of Azerbaijan, the mutual 

relations between Western and Eastern cultures have evolved throughout history, leading to the 

formation of a rich culture that combines the influences of both. 
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Among the most ancient genres of Tatar folklore, a special place is occupied by munajat, 

whose purpose was to form deep religious feelings for the canons of Islam. Munajat began to spread 

among the Tatar people from the 10th-11th centuries, when Islam became the only state religion in 

Volga Bulgaria. The performance of munajats among the Tatars of the Volga region today is a living 

tradition that corresponds to such parameters as traditionality, variability, orality, locality, 

inclusiveness and syncretism. Variability is manifested in the fact that the same tune sounds 

differently for each performer. The tradition of performing munajat is typically oral, hence the 

variability and peculiarities. The sign of locality is found in the regional tradition, which is limited by 

certain boundaries, has its own set of tunes, its own ethnographic features. At the same time, 

inclusivity as involvement in the process meant inseparability, the absence of barriers between the 

performer and the listener, and syncretism was expressed in the connection between words, music 

and action. 

However, this tradition also undergoes various changes and innovations associated with the 

influence of time. We will look at some of them in more detail using the example of the religious 

Maulid Bayram in September 2023. 

Keywords: transformation, innovation, Tatar traditional music, spiritual culture, munajat, 

Maulid Bayram 

 

Introduction.  Interest in the study of Tatar traditional spiritual musical culture in domestic 

musicology is associated with the era of perestroika and the process of Tatarstan gaining sovereignty. 

As G. Sayfullina rightly notes, the history of the study of Tatar munajats goes back no more than four 

decades [1]. These are mainly works that consider munajats in the context of folklore (works by M. 

N. Nigmetzyanov [2], R. A. Iskhakova-Vamba [3], Z. N. Saidasheva [4], Y. M. Girshman [5], etc.). 

https://circirama.wordpress.com/2016/04/11/dodekafoniya/
https://unesco.az/az/pages/cooperation-soviet-era
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çMeanwhile, the understanding of this genre as primarily religious has always characterized 

Tatar, including folk, culture and was based on the pan-Islamic literary classical tradition, which was 

still strong among the Tatars at the beginning of the twentieth centuryè [1]. Religious genres of Tatar 

folklore became the subject of study at a later time, for example in the dissertation research of A.Kh. 

Sadekova [6]. 

Among the studies of religious holidays of the Tatars and their musical and poetic 

accompaniment, the most valuable for us is the dissertation work of M. Shamsutdinova, in which she 

writes about the works that were customary to be read among the Tatars during the month of Maulid, 

in particular, about the poem of the Turkish-Ottoman poet Suleiman Chelebi çMaulid an-nabiè and 

the role of çMaulid Bayramè and çMaulid Kitabyè in the spiritual life of the Tatars. At the same time, 

the author emphasizes that the compilers of the Tatar version of Maulid used a lot of literature, which 

belonged not only to the pen of Suleiman Chelebi, but also poems by Yunys Emre, Gabdulla Tukay, 

Majit Gafuri, and poems with religious content by other authors [7]. 

Imam-khatyb of the Apanaevskaya mosque N. Sabirov in the book çMaulid kitabyè describes 

in detail the procedure for holding the modern Maulid Bayram, names those munajats and salavats 

that are performed during the holiday, describes the closing prayer in detail [8]. 

The book çMunajats and Bayitsè by K. Khusnullin [9] includes the largest collection of Tatar 

munajats, including those dedicated to the Prophet Muhammad. Particularly valuable material in K. 

Khusnullinôs collection are musical examples of ancient Tatar munajats.  

Modern collections of audio recordings çMokatdes Ahenè (2016) and poems çTakbirè [10] 

include Tatar nasheeds and munajats praising the Almighty and the Prophet Muhammad, as well as 

spiritual songs. In addition, the surge of interest in the spiritual heritage of their people observed in 

recent years as a way of confronting the collapsing world was reflected in the variety of a huge number 

of editions of modern works of Tatar spiritual music and poetry. 

Among the researchers who examined the process of development of the Tatar munajat genre, 

as well as the features of its transformation, the work of G. Saifullina should be noted, çin the 

twentieth century, the repertoire of munajats included ... various musical and poetic forms, one way 

or another connected with religious themes, regardless of the structure and functional purpose. ... 

glorification of the Prophet Muhammad (madhiya, salawat), çgreetings to Ramadanè and farewell to 

the holy month (Elvidag), texts representing zikrs in their structure, etcé In addition, ñtogether with 

standard melodies and book tunes, tunes of a foreign genre, song nature begin to sound, which allows 

us to talk about the transformation of the genre, its transformation from a lyrical form of purely 

religious content into a lyrical form of a wide range of themes and moods and bringing it closer to the 

song tradition...è [1]. V. Yunusova notes the process of revival of ancient genres of spiritual musical 

culture, both in authentic form and in the work of modern Tatar composers[11]:Rashid Kalimullin 

(çElvidagè - farewell to the holy month of Ramadan, for aôcapella choir); Shamil Sharifullin, who 

received the State Prize of Tatarstan for the choral concerts çMunajatyè and çAvyl koilereè (Village 

tunes); Masguda Shamsutdinova, who wrote, in particular, çKorban Bayramè (1992) and çMaulid 

an-Nabiyè - an oratorio for reader, choir, soloists and instrumental ensemble (recorded in 2006).  

 According to M. Abdulaeva, the maulid became a platform for creative phenomena in the 

field of sacred and religious music and inspired the emergence of a pop variety of religious song, 

which organically joined the space of mass musical culture thanks to the use of modern computer 

technologies for processing musical sound [12]. 

Traditions of celebrating Maulid Bayram among the Volga Tatars.  In addition to Maulid 

Bayram, the festive culture of the Tatars includes such Muslim holidays as the Festival of Sacrifice - 
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Kurban Bayram and the Festival of Breaking the Fast - Eid al-Adha. If the rituals of Ramadan are 

strictly canonized, then the rituals of Mawlid were characterized by greater flexibility. 

 In the tradition of Muslim Tatars, until the 21st century, this holiday was usually celebrated 

in a homely, intimate setting, in contrast to mass celebrations in Islamic countries (Turkey, Egypt...). 

Numerous books about Maulid and the biography of the prophet, which were published in the 

old Tatar and Arabic languages and widely distributed among the Tatars, indicate that our people had 

a tradition of celebrating Maulid. Tatars gathered in mosques, listened to stories from the life of the 

prophet, remembered him, some of them devoted a whole month to reading the Sira (biography of 

the Prophet Muhammad).  It was a wonderful occasion to remember the prophet and his greatest 

mission.  

In Soviet times, the Tatar holiday of Maulid was most often associated with a festive feast 

(there is even a corresponding name çMauled-ashyè, literally çfood of Maulidè), at which mainly 

women gathered, among whom Abystai, the leader, plays a special role religious ritual. Usually, she 

brings with her the Koran or individual suras and çMaulid kitabyè - publications that, as a rule, have 

been preserved and passed on from generation to generation.  

The 21st century has brought its own changes and innovations to the dramaturgy of the 

traditional holiday. Thus, the modern Mawlid (Maulid an-nabi) is usually a solemn meeting at which 

the prophet is remembered, the Koran is read, sermons are delivered (wagaz), praise is given to Allah 

and his messenger (salavat), stories about the unusual life of Muhammad are heard, and religious 

songs are sung. (munajats, nasheeds) and hold various competitions (including poetry). Often 

everything ends with a joint tea party. Meetings of fellow believers in various formats are held in all 

corners of the republic; Kazan mosques invite everyone to watch films, participate in video 

competitions and quizzes, and listen to lectures, including for children. 

Events in honor of the Prophet's birthday are held throughout the month, including a thematic 

Majlis. For example, in the Kazan Yardam Mosque, which specializes in working with people with 

disabilities, before the night yastu-namaz (isha), imams give lectures in which they describe the life 

of the Prophet. They tell stories of his prophetic activity, as well as extraordinary events and miracles 

that occurred during the great mission of Allah's favorite, and çMawlid Ashiè are held. The holiday, 

of course, also has an educational function. As part of the holiday, mosque ministers hold various 

competitions on knowledge of the life and prophetic mission of Muhammad, competitions among 

children for the best essay çThe Life of the Prophet Muhammadè, a video competition for the best 

video çWhy do I love the Prophet Muhammad?è etc. [13] 

Traditionally, the annual Republican Mawlid is held in Bolgar (Spassky district) at the site of 

the Bolgar Islamic Academy (BIA). The holiday traditionally ends with a Gala Concert of the winners 

of the competition of performers of works of spiritual heritage of the Tatar people çIlahi Monè in the 

nominations çPerformance of works of oral folkloreè (munajats, bayits, epic dastans, prayers, dhikr), 

çPerformance of samples of book literary heritageè (çKyissai Yusufè, çBedavamè, çKisek-bashè, 

etc.), çReading the Quran in the tradition of the Tatar maqamè. 

Tatar munajats dedicated to the holiday of Maulid Bayram. Among the genres of Tatar 

musical folklore associated with the Maulid holiday, munajat is of particular interest, whose purpose 

was to form an emotional and personal attitude, deep religious feelings towards the canons of Islam. 

Among the religious munajats there are those that are dedicated to the Prophet Muhammad (peace 

and blessings be upon him). They form a separate cycle: çOn the Prophet's Birthdayè, çThe Death of 
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the Prophetè, çSalavatè and others. They tell about the life of the great Prophet Muhammad, praise 

his devotion to Allah, asceticism, service to his people. 

 Munajats that tell about the human qualities of the Prophet are popular among the people, for 

example: çThe Prophet knew orphanhoodè. These munajats tell about how he was able to respond to 

other peopleôs sorrow, was merciful and very gentle to orphans. One episode from the life of the 

Prophet is described, when he, seeing a sad orphan, asked him about his sorrow. The child answered 

that he had no parents, so there was no one to ride him on a camel (horse), as other children do. Then 

the Prophet (peace and blessings be upon him) put the child on his back and began to play with him, 

showing parental tenderness. Such edifying pictures from the life of the Prophet are passed down 

from generation to generation, encouraging people to follow his life example. 

Also widely known is the munajat çMusaè (çMosesè), which is spoken of in different versions 

among the people, but all the texts are built in the form of a dialogue between Allah and the Prophet. 

It is easy to memorize, as it is written in simple language to give instructions to people on how to live 

in order to get to the eternal Paradise. 

In this religious cycle of munajats, works bearing the names of verses from the Quran are also 

widespread ï çWe have sent downè (the sura çNight of Predestinationè). Here it is said that the one 

who reads this prayer will stand in the same ranks with the Prophets. In the munajat çRead Alhamè 

it is said about the sura çOpening the Quranè (çAl Fatihaè), which is popularly called çAlhamè. 

Munajat çMaulidè, dedicated to the birth of the Prophet Muhammad, differs from others in 

its volume and large number of words and phrases borrowed from Arabic-Persian languages. It is 

written in the genre of çtawhidè (Arabic name - unification) formed in Eastern literature. First, the 

unity of Allah, His great justice, His love for the world are praised. çFirst I say zikr with the name of 

Allahè and only after that çI proceed to another matterè, says the author, calling on others to do the 

same. He lists the great deeds of Allah mentioned in other munajats. Only after several repetitions of 

the idea that only the Almighty created the world from nothing, the author promises to tell one 

covenant and returns to the word çMawuidè in the title, its meaning, moving on to the prophet 

Muhammad - the beloved messenger of Allah, who created the world from nothing. Having bathed 

Muhammad's father Gabdulla and his mother Amina in the rays of gratitude, he expresses his joy at 

the birth of Muhammad with the words: çthis was his appearance; he is a wonderful light, like a ray 

of the sunè. The author clothes the appearance of his beloved prophet in the most enthusiastic words, 

laudatory turns of speech invented by mankind. For example, three houris, sitting next to the poet-

storyteller, say to each other: çMustafa is coming!è and say that he will become a great personality, 

the ruler of the most advanced state. The author conveys his main idea to the listener, his request: 

çDo not deviate from the sunna of this prophetè in the final lines [9]. 

Maulid 

First I say zikr with the name of Allah 

And only then I begin any work! 

Whoever begins work with zikr with the name of Allah, 

Allah will make that work easier for him. 

If you begin a work with zikr with the name of Allah, 

It is important for everyone to understand the truth - 

If every work begins with zikr with the name of Allah 

Not a single such work will go in vain! 

Whose tongue pronounces the name of Allah 

All his sins will fall like leaves. 

Whoever praises Allah will be pure, 

Whoever says zikr will achieve his goal. 
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Come, let us say "Allah" with a pure heart, 

With tears in our eyes, let us admire Him. 

And then Allah will not leave us, 

He is the Merciful, He will forgive the sins of each of us. 

Allah is one, there is no doubt in His unity... 

Amina said, finally, the time has come, 

The best of people comes into the world. 

The heat made me very thirsty, 

Then they gave me nectar to drink. 

It was white and colder than snow, 

There was nothing like it on earth. 

I drank it, and all my organs were illuminated, 

Even the outside was glowing. 

A swan flew in on its wings 

And, descending, stroked my back. 

At that very hour, a state appeared 

And both heaven and earth were illuminated. 

If you need an intercessor, seek one. 

Do not deviate from the sunnah of this prophet 

O Muhammad Mustafa, you are a prophet, 

Intercede for us 

If you want to be saved from the fire, 

With love and desire we will say "Salavat"... 

 

In addition to the munajats, the musical accompaniment of Maulid Bayram also includes 

bookish melodies ï çNebi Kasyideseè (çThe Story of the Prophetè), çEmineh Khanumè; reading 

çSalavat Myakbulyaè (from Arabic çmyakbulè - çrecognizedè, çclose to the heartè), collective 

intonation of çSalavatsè praising Muhammad, obligatory prayers and suras of the Koran ï çAl-

Fatihaè, çAlif Lammimè from the surah of the Koran çCowè, çIa Sinè, çMyakyanyaè from the surah 

çAgzabè, çAl-Ikhlasè, çAl-Falyakè, çAn-Nasè, çRabbanaè. An important component of the holiday 

is çSalavat Mehel Qiyamè, the name of which reflects the essence of what is happening: all the guests 

stand up (çqiyamè - from Arabic ï çto standè) and in chorus praise the birth of Muhammad, reading 

çMarhabaè(çGreetingè). Samples of çMarhabaè were the key place - the pinnacle of the ritual. 

In addition to the components described above, the structure of Maulid included the text 

çVeyselkaraniè, which goes beyond the immediate theme of the holiday, but was traditionally 

included in the publication of books on Maulid. Traditionally, Maulid-bairam ends with the reading 

of çBagyshlauè (çDedicationè) to the organizers of this holiday, all those present, and the holiday 

itself. 

Performing traditions.  A huge role in preserving the munajat genre belongs to performers 

who are the bearers of the folk tradition. Basically, these are older women with rich life experience, 

which gives them the moral right to perform a work of a didactic, edifying nature. The problems of 

moral education, teaching and formation, the motives of the call for enlightenment, knowledge, 

mastering a profession, honoring parents, older relatives and other topics raised by munajats are an 

invaluable educational resource for the people. Among the munajats dedicated to Allah and his 

prophets, many are of an educational nature, promoting certain provisions of the Holy Quran. Here is 
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a munajat often found among older people, dedicated to the repeated repetition of çzikrè - çpraise be 

to Allahè: 

Be vigilant, O man, do not commit evil, 

Our religion is Islam, praise be to Allah! (çPrayer for the Soulè) 

Traditionally, performers sing munajats, reading texts from a book or handwritten notebook, 

sometimes from memory. Most often, munajat is performed during a çmajlisè - a small gathering of 

people, the number of which varies from five or six to ten or twelve people. In a village, this number 

depends on the material wealth of the one who gathers this çmajlisè. The ritual of the gathering 

includes abundant refreshments and tea drinking, exchanging the latest village information and 

chanting books, baits and munajats. In the event that several good performers gather for this gathering, 

a kind of creative competition takes place, in which all those present take an active part. 

The performance of munajats among the Volga Tatars is a living tradition today; it 

corresponds to such parameters as traditionality, variability, orality, locality, inclusiveness and 

syncretism, which musicologist L.I. Sarvarova identifies as the main criteria of traditional folklore []. 

In particular, variability is manifested in the fact that the same melody sounds differently for each 

performer. The tradition of performing munajat is transmitted mainly orally, hence its variability and 

features of interpretation. The sign of locality is found in the regional tradition, which is limited by 

certain boundaries, has its own set of melody, its own ethnographic features. At the same time, 

inclusiveness as involvement in the process meant inseparability, the absence of barriers between the 

performer and the listener, and syncretism is expressed in the connection of word, music and action. 

It is interesting that L.Sarvarova singles out religious affiliation as the only protective factor 

that prevents the mixing of traditions in the conditions of dispersed residence of different peoples of 

the Volga region [14]. 

I would like to consider in more detail the innovations in celebrating the religious holiday 

of the Volga Tatars using the example of holding the religious holiday of Mawlid - the birthday of 

the Greatest of people, the Prophet Muhammad in September 2023 in the Novocheboksarsk Cathedral 

Mosque named after Ainetdin hazrat Shambazov under the Spiritual Administration of Muslims of 

the Chuvash Republic. The event was dramatically structured, it had its own script plan, its own 

performers, guests, spectators, who were also participants in the action. In addition to reading the 

suras of the Koran, performing namaz, telling stories about significant events that took place during 

the time of the Prophet Muhammad, and traditionally treating people who came to Maulid, a special 

feature of this event was a kind of competition between local munajat performers (mostly older 

women, most of them Mishare) and guests from Kazan (in particular, the çApanai Apailaryè group, 

mainly Kazan Tatars, specially invited to this event). 

The guests had a rare opportunity to listen to munajats performed by the true keepers and 

bearers of ancient chants of the Tatar people. Munajats were performed, passed down from memory 

from generation to generation. 

The allusion to the poetic competition çeyteshè, popular among the Turkic traditions of akyns, 

bakhshi, storytellers, was obvious. An allusion to a concert (Latin concerto ï çI competeè) as a 

creative form of competition also suggested itself. 

In addition, the competition between the çteamè and individual participants, which assumes 

reliance only on individual resources and improvisation, resembled the currently popular television 

battles, which added dramatic sharpness and liveliness. It was especially interesting to compare the 

different sounds of the same munajat, which depended on the individual and local tradition of musical 

intonation. 
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Conclusion. This event demonstrated the influence of the following trends: elements of 

theatricalization, the presence of a dramatic canvas in the celebration of the Mawlid holiday, the 

influence of modern television technologies on holding mass religious events, the desire to unite 

Tatars on the basis of a common history, culture, language and religion without age, social, cultural, 

gender, ethnic differences. It is worth noting that the entire Mawlid holiday was held in the Tatar 

language. The universal Mawlid, formed within the framework of a religious ritual, expanded its 

presence in the cultural space of the Tatars and transformed into new forms of socio-political and 

family-social practices. 
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THE CURRENT STATE OF TRADITIONAL MUSICAL LEGACY IN KAZAKHSTAN 

AND THE PROBLEMS OF THE SAFEGUARDING FOR THE CULTURAL HERITAGE  
 

Awareness of the value and necessity of intangible cultural heritage comes, first of all, to those 

who collect and study it ï collectors, folklorists, humanitarians, local experts, as well as to those who 

represent it - bearers of traditions and individual public figures. Unfortunately, the social life of 

existing and outgoing traditions does not depend on the bearers and connoisseurs. With the change 

of lifestyle, technology and production, without the attention of society, traditions are disappearing 

into the past. Music, being an intangible cultural heritage, a living and social phenomenon, often 

suffers from various social causes. Among them are economic and ideological factors. And, as a rule, 

those areas of intangible cultural heritage that are not related to the commercial and tourist sphere are 

most "damaged". The most important thing is that with the departure of living carriers of intangible 

cultural heritage, unique knowledge, skill and tradition disappear, causing irreparable damage not 

only to the national culture, but also to the very identification of the people. 

Kazakh musical epic is a living epic (storytelling) traditions that exist in certain geographical 

zones ï Aral-Kazaly, Karmakshi, Mangystau, Atyrau, Karatau, Zhetisu. Their state and level of 

systematic recording and comprehension are different. The living storytelling tradition is a unique 

historical heritage that throws a temporal and spatial "arch" to the ancient epic, to the Aedes and 

Homer. In Kazakhstan, there were whole schools of storytellers, successively transmitting the 

performing style and skill of generating epic texts. This is a tradition that has acquired a unique and 

highly professional vocal and instrumental form of embodiment in the Kazakh culture. It should be 

studied and presented to the world audience as a tradition, and not as texts, even if voiced. 

Keywords: intangible cultural heritage, Legacy, Kazakh storytelling 

 

ɹʫʜʫʯʠ ʯʣʝʥʦʤ ʅʘʮʠʦʥʘʣʴʥʦʛʦ ʢʦʤʠʪʝʪʘ ʧʦ ʩʦʭʨʘʥʝʥʠʶ ʅʂʅ ʚ ʂʘʟʘʭʩʪʘʥʝ ʩ ʧʝʨʚʳʭ 

ʜʥʝʡ ʝʛʦ ʧʦʷʚʣʝʥʠʷ (2012 ʛʦʜ, ʷʥʚʘʨʴ), ʧʦʧʳʪʘʶʩʴ ʨʘʩʩʢʘʟʘʪʴ ʦ ʧʨʦʙʣʝʤʘʭ ʠʤʧʣʝʤʝʥʪʘʮʠʠ 

ʢʦʥʚʝʥʮʠʠ ʚ ʂʘʟʘʭʩʪʘʥʝ çʠʟʥʫʪʨʠè. ʗ ʷʚʣʷʶʩʴ ʘʚʪʦʨʦʤ ʧʦʜʛʦʪʦʚʢʠ ʬʘʡʣʘ ʜʣʷ ʥʦʤʠʥʘʮʠʠ 

ʧʝʨʚʦʛʦ ʵʣʝʤʝʥʪʘ ʚ ʈʝʧʨʝʟʝʥʪʘʪʠʚʥʳʡ ʉʧʠʩʦʢ ʖʥʝʩʢʦ ʧʦ ʀʩʢʫʩʩʪʚʫ ʢʘʟʘʭʩʢʦʛʦ ʜʦʤʙʨʦʚʦʛʦ 

ʢʶ ̫(2014 ʛʦʜ). ʇʨʠʯʝʤ ʥʘʜʦ ʦʪʤʝʪʠʪʴ, ʯʪʦ ʧʦʜʛʦʪʦʚʢʘ ʵʪʦʛʦ ʬʘʡʣʘ ʠ ʤʦʠ ʧʦʧʳʪʢʠ ʚʢʣʶʯʠʪʴ 

ʝʛʦ ʚ ʈʝʧʨʝʟʝʥʪʘʪʠʚʥʳʡ ʃʠʩʪ ʥʘʯʘʣʠʩʴ ʚ 2003 ʛʦʜʫ ʩ ʪʦʛʦ ʤʦʤʝʥʪʘ, ʢʦʛʜʘ ʤʝʥʷ ʧʨʠʛʣʘʩʠʣʠ 

ʫʯʘʩʪʚʦʚʘʪʴ ʚ ʢʘʯʝʩʪʚʝ ʵʢʩʧʝʨʪʘ ʚʦ ɺʩʝʤʠʨʥʦʤ ʢʦʥʢʫʨʩʝ ʐʝʜʝʚʨʦʚ ʋʩʪʥʦʛʦ ʠ ʥʝʦʩʷʟʘʝʤʦʛʦ 

ʥʘʩʣʝʜʠʷ ʯʝʣʦʚʝʯʝʩʪʚʘ. ʂʦʥʚʝʥʮʠʷ ʝʱʝ ʥʝ ʚʩʪʫʧʠʣʘ ʚ ʜʝʡʩʪʚʠʝ, ʥʦ ʫʞʝ ʧʨʦʭʦʜʠʣ ʫʧʦʤʷʥʫʪʳʡ 

ʢʦʥʢʫʨʩ, ʪʦ ʝʩʪʴ ʩ ʧʨʦʙʣʝʤʦʡ ʠʤʧʣʝʤʝʥʪʘʮʠʠ ʂʦʥʚʝʥʮʠʠ ʦ ʩʦʭʨʘʥʝʥʠʠ ʥʝʤʘʪʝʨʠʘʣʴʥʦʛʦ 

ʢʫʣʴʪʫʨʥʦʛʦ ʥʘʩʣʝʜʠʷ ʷ ʧʦʟʥʘʢʦʤʠʣʘʩʴ ʙʦʣʝʝ ʜʚʘʜʮʘʪʠ ʣʝʪ ʥʘʟʘʜ ʠ ʥʝ ʧʦʥʘʩʣʳʰʢʝ.  

ʉʣʦʞʥʦʩʪʴ ʧʨʦʙʣʝʤ ʩ ʂʦʥʚʝʥʮʠʝʡ 2003 ʛʦʜʘ, ʥʘ ʤʦʡ ʚʟʛʣʷʜ, ʚʳʪʝʢʘʝʪ ʠʟ ʝʝ ʠʟʥʘʯʘʣʴʥʦʡ, 

çʛʝʥʝʪʠʯʝʩʢʦʡè, ʝʩʣʠ ʤʦʞʥʦ ʪʘʢ ʚʳʨʘʟʠʪʴʩʷ, ʧʨʠʨʦʜʳ, ʘ ʠʤʝʥʥʦ ʥʝʤʘʪʝʨʠʘʣʴʥʦʛʦ ʩʚʦʡʩʪʚʘ 

ʝʝ ʧʨʝʜʤʝʪʘ. ʇʨʠ ʪʦʤ, ʯʪʦ ʦʙʝ ʂʦʥʚʝʥʮʠʠ (ʤʘʪʝʨʠʘʣʴʥʦʛʦ ʠ ʥʝʤʘʪʝʨʠʘʣʴʥʦʛʦ) ʢʫʣʴʪʫʨʥʦʛʦ 

ʥʘʩʣʝʜʠʷ ʧʦʩʚʷʱʝʥʳ ʢʫʣʴʪʫʨʝ, ʪʦ ʝʩʪʴ ʪʦʤʫ, ʯʪʦ ʩʦʟʜʘʥʦ ʨʫʢʘʤʠ, ʠʥʪʝʣʣʝʢʪʦʤ ʠ ʜʫʭʦʤ 

ʯʝʣʦʚʝʢʘ ʠ ʪʝʩʥʦ ʩʚʷʟʘʥʳ ʤʝʞʜʫ ʩʦʙʦʡ, ʤʝʞʜʫ ʥʠʤʠ ʦʛʨʦʤʥʘʷ ʨʘʟʥʠʮʘ, ʯʪʦ ʦʙʲʷʩʥʷʝʪ ʧʝʨʝʨʳʚ 

(ʙʦʣʴʰʝ ʪʨʠʜʮʘʪʠ ʣʝʪ) ʤʝʞʜʫ ʠʭ ʧʨʦʚʦʟʛʣʘʰʝʥʠʝʤ. ʕʪʦʪ ʚʨʝʤʝʥʥʳʡ ʨʘʟʨʳʚ, ʥʘ ʥʘʰ ʚʟʛʣʷʜ, 
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ʩʫʱʝʩʪʚʫʝʪ ʚ ʩʚʷʟʠ ʩ ʤʝʪʦʜʦʣʦʛʠʯʝʩʢʠʤʠ ʪʨʫʜʥʦʩʪʷʤʠ ʠʭ ʨʘʩʩʤʦʪʨʝʥʠʷ. ʆʥʠ, ʚ ʩʚʦʶ ʦʯʝʨʝʜʴ, 

ʜʠʢʪʫʶʪʩʷ ʪʝʤʠ ʢʘʯʝʩʪʚʝʥʥʳʤʠ ʨʘʟʣʠʯʠʷʤʠ, ʢʦʪʦʨʳʝ ʝʩʪʴ ʤʝʞʜʫ ʚʝʱʴʶ ʠ ʧʨʦʮʝʩʩʦʤ ʝʝ 

ʩʦʟʜʘʥʠʷ, ʤʝʞʜʫ ʧʠʩʴʤʝʥʥʦʡ (ʦʩʥʦʚʘʥʥʦʡ ʥʘ ʪʝʢʩʪʝ) ʢʫʣʴʪʫʨʦʡ ʠ ʫʩʪʥʦʡ, ʤʝʞʜʫ ʞʠʚʦʡ ʠ 

ʥʝʞʠʚʦʡ ʧʨʠʨʦʜʦʡ. 

ʇʨʦʙʣʝʤʘ ʅʂʅ ʤʥʦʛʦʩʣʦʡʥʘ, ʚ ʧʝʨʚʫʶ ʦʯʝʨʝʜʴ, ʷ ʙʳ ʥʘʟʚʘʣʘ ʫʨʦʚʝʥʴ ʘʢʩʠʦʣʦʛʠʯʝʩʢʠʡ, 

ʪʦ ʝʩʪʴ ʮʝʥʥʦʩʪʥʳʡ. ʅʝʤʘʪʝʨʠʘʣʴʥʘʷ ʢʫʣʴʪʫʨʘ ʞʠʚʘʷ, ʠ ʧʦʪʦʤʫ ʟʜʝʩʴ ʚʘʞʥʳ ʪʝ ʚʝʱʠ, ʢʦʪʦʨʳʝ 

ʥʝʦʙʭʦʜʠʤʳ ʜʣʷ ʝʝ ʞʠʟʥʠ. ɺ ʅʂʅ ʞʠʚʝʪ ʠ ʧʝʨʝʜʘʝʪʩʷ ʧʦ ʪʨʘʜʠʮʠʠ ʪʦʣʴʢʦ ʮʝʥʥʦʝ, ʘʢʪʫʘʣʴʥʦʝ 

ʚ ʥʘʩʪʦʷʱʠʡ ʤʦʤʝʥʪ ʜʣʷ ʩʦʮʠʫʤʘ. ɺ ʅʂʅ ʛʣʘʚʥʦʝ ʟʚʝʥʦ ï ʥʦʩʠʪʝʣʴ ʪʨʘʜʠʮʠʠ. ɽʩʣʠ 

ʦʪʩʫʪʩʪʚʫʝʪ ʧʝʨʝʜʘʯʘ ʦʪ ʦʜʥʦʛʦ ʥʦʩʠʪʝʣʷ ʢ ʧʦʩʣʝʜʫʶʱʝʤʫ, ʪʦ ʩʦʦʪʚʝʪʩʪʚʝʥʥʦ ʚʦʟʨʘʩʪʘʝʪ ʨʠʩʢ 

ʫʪʨʘʪʳ ʪʨʘʜʠʮʠʠ.  

ʅʘ ʤʦʡ ʚʟʛʣʷʜ, ʚ ʅʘʮʠʦʥʘʣʴʥʦʤ ʧʝʨʝʯʥʝ ʵʣʝʤʝʥʪʦʚ ʅʂʅ ʈʝʩʧʫʙʣʠʢʠ ʂʘʟʘʭʩʪʘʥ ʜʦʣʞʥʳ 

ʙʳʪʴ ʥʝ ʪʦʣʴʢʦ ʀʩʢʫʩʩʪʚʦ ʢʘʟʘʭʩʢʦʛʦ ʜʦʤʙʨʦʚʦʛʦ ʢʶʷ ʠ ʂʘʟʘʭʩʢʦʝ ʧʝʚʯʝʩʢʦʝ ʠʩʢʫʩʩʪʚʦ, ʥʦ ʠ 

ʄʫʟʳʢʘ ʵʧʦʩʘ ʠʣʠ ʪʨʘʜʠʮʠʷ ʵʧʠʯʝʩʢʦʛʦ ʩʢʘʟʳʚʘʥʠʷ (ʞʳʨʰʳʣʳʢ). ʇʝʨʚʳʝ ʜʚʘ ʫʧʦʤʷʥʫʪʳʭ 

ʤʥʦʡ ʵʣʝʤʝʥʪʘ ʠʤʝʶʪʩʷ ʚ ʅʘʮʠʦʥʘʣʴʥʦʤ ʧʝʨʝʯʥʝ ʅʂʅ ʨʝʩʧʫʙʣʠʢʠ, ʧʦ ʧʦʚʦʜʫ ʪʨʝʪʴʝʛʦ 

ʩʣʦʞʠʣʘʩʴ ʧʘʨʘʜʦʢʩʘʣʴʥʘʷ ʩʠʪʫʘʮʠʷ. ʉʦʩʪʘʚʠʪʝʣʠ ʅʘʮʠʦʥʘʣʴʥʦʛʦ ʇʝʨʝʯʥʷ (ʄʠʥʠʩʪʝʨʩʪʚʦ 

ʢʫʣʴʪʫʨʳ ʠ ʠʥʬʦʨʤʘʮʠʠ) ʫʧʦʨʥʦ ʧʨʝʜʣʘʛʘʶʪ ʚ ʩʧʠʩʦʢ ʥʘʟʚʘʥʠʷ ʦʢʦʣʦ ʩʦʪʥʠ ʢʘʟʘʭʩʢʠʭ ʵʧʦʩʦʚ 

(ʟʘʧʠʩʘʥʥʳʭ ʬʠʣʦʣʦʛʘʤʠ), ʯʪʦ ʘʙʩʦʣʶʪʥʦ ʥʝ ʩʦʚʧʘʜʘʝʪ ʩʦ ʩʧʝʮʠʬʠʢʦʡ ʂʦʥʚʝʥʮʠʠ ʠ ʧʦʪʦʤʫ 

ʥʝ ʤʦʞʝʪ ʙʳʪʴ ʧʦʵʪʦʤʫ ʚʢʣʶʯʝʥʦ ʚ ʧʝʨʝʯʝʥʴ.   

ʕʪʠʤ ʦʙʲʷʩʥʷʝʪʩʷ ʤʦʷ ʧʦʧʳʪʢʘ ʨʘʟʦʙʨʘʪʴʩʷ ʩʦ ʩʧʝʮʠʬʠʢʦʡ ʵʪʥʦʤʫʟʳʢʦʚʝʜʯʝʩʢʦʛʦ 

ʧʦʜʭʦʜʘ ʠ ʚʳʪʝʢʘʶʱʠʭ ʠʟ ʵʪʦʡ ʩʧʝʮʠʬʠʢʠ ʤʝʪʦʜʦʣʦʛʠʠ ʠ ʤʝʪʦʜʠʢʠ ʠʤʧʣʝʤʝʥʪʘʮʠʠ 

ʂʦʥʚʝʥʮʠʠ 2003 ʛʦʜʘ ʚ ʢʫʣʴʪʫʨʫ. 

ɺ ʜʘʥʥʦʤ ʜʦʢʣʘʜʝ ʨʝʯʴ ʠʜʝʪ ʦ ʨʘʟʣʠʯʠʷʭ ʤʫʟʳʢʦʚʝʜʝʥʠʷ ʠ ʵʪʥʦʤʫʟʳʢʦʚʝʜʝʥʠʷ. 

ɸʢʘʜʝʤʠʯʝʩʢʦʝ ʤʫʟʳʢʦʚʝʜʝʥʠʝ ï ʥʦʪʥʘʷ ʥʘʫʢʘ, ʤʫʟʳʢʘʣʴʥʦ-ʪʝʦʨʝʪʠʯʝʩʢʠʝ ʧʨʦʙʣʝʤʳ 

ʟʘʤʢʥʫʪʳ ʪʦʣʴʢʦ ʥʘ ʦʜʠʥ ʪʠʧ ʢʫʣʴʪʫʨʳ - ʧʠʩʴʤʝʥʥʳʡ; ʠʩʧʦʣʥʠʪʝʣʴ ʤʫʟʳʢʠ ʠ ʝʝ ʪʚʦʨʝʮ ʟʜʝʩʴ 

ï ʚʘʞʥʳ, ʥʦ ʚʦ ʚʪʦʨʫʶ ʦʯʝʨʝʜʴ, ʥʘ ʚʪʦʨʦʤ ʧʣʘʥʝ. ʄʫʟʳʢʘ ʢʘʢ ʙʫʜʪʦ ʩʘʤʘ ʩʝʙʷ çʩʦʪʚʦʨʷʝʪè, ʘ 

ʛʣʘʚʥʦʡ ʢʫʣʴʪʫʨʥʦʡ ʮʝʥʥʦʩʪʴʶ ʷʚʣʷʝʪʩʷ ʥʦʪʥʳʡ ʪʝʢʩʪ.  

ɸʢʘʜʝʤʠʯʝʩʢʦʝ ʤʫʟʳʢʦʟʥʘʥʠʝ, ʙʫʜʫʯʠ ʧʣʦʪʴʶ ʦʪ ʧʣʦʪʠ ʝʚʨʦʧʝʡʩʢʦʡ ʤʫʟʳʢʘʣʴʥʦʡ 

ʢʫʣʴʪʫʨʳ ʥʦʚʦʛʦ ʚʨʝʤʝʥʠ, ʚʳʨʘʙʦʪʘʣʦ ʩʚʦʶ ʩʦʙʩʪʚʝʥʥʫʶ, ʩʦʦʪʚʝʪʩʪʚʫʶʱʫʶ ʤʫʟʳʢʝ 

ʘʥʘʣʠʪʠʯʝʩʢʫʶ ʩʠʩʪʝʤʫ. ʇʨʠʤʝʥʝʥʠʝ ʵʪʦʡ ʩʠʩʪʝʤʳ ʢ ʜʨʫʛʠʤ ʤʫʟʳʢʘʣʴʥʳʤ ʢʫʣʴʪʫʨʘʤ, ʢʘʢ 

ʧʨʘʚʠʣʦ, ʥʝ ʙʳʣʦ ʘʜʝʢʚʘʪʥʦ ʥʝʝʚʨʦʧʝʡʩʢʦʤʫ ʵʪʥʠʯʝʩʢʦʤʫ ʤʘʪʝʨʠʘʣʫ ʠʣʠ ʥʫʞʜʘʣʦʩʴ ʚ 

ʙʦʣʴʰʠʭ ʧʦʧʨʘʚʢʘʭ. ɺ ʩʚʷʟʠ ʩ ʵʪʠʤ ʤʦʣʦʜʦʝ ʵʪʥʦʤʫʟʳʢʦʟʥʘʥʠʝ ʪʘʢʞʝ ʚʩʪʘʣʦ ʧʝʨʝʜ ʟʘʜʘʯʝʡ 

ʚʳʨʘʙʦʪʢʠ ʘʥʘʣʠʪʠʯʝʩʢʦʛʦ ʤʝʪʦʜʘ, ʩʧʦʩʦʙʥʦʛʦ ʦʪʨʘʟʠʪʴ ʩʧʝʮʠʬʠʢʫ ʫʩʪʥʦʡ ʢʫʣʴʪʫʨʳ. ɺ 

ʢʘʞʜʦʤ ʩʣʫʯʘʝ ʵʪʦ ʜʦʣʞʝʥ ʙʳʣ ʙʳʪʴ ʥʦʚʳʡ ʧʦʜʭʦʜ, ʤʘʢʩʠʤʘʣʴʥʦ ʫʯʠʪʳʚʘʶʱʠʡ ʩʪʨʫʢʪʫʨʫ 

ʵʪʥʠʯʝʩʢʦʡ ʢʫʣʴʪʫʨʳ. 

ʉʪʘʥʦʚʣʝʥʠʝ ʵʪʥʦʤʫʟʳʢʦʣʦʛʠʠ ï ʩʣʦʞʥʳʡ ʠ ʜʣʠʪʝʣʴʥʳʡ ʧʨʦʮʝʩʩ, ʪʘʢ ʢʘʢ ʩʦʟʥʘʥʠʶ 

ʫʯʝʥʳʭ ʧʨʠʭʦʜʠʪʩʷ ʧʨʝʦʜʦʣʝʚʘʪʴ ʧʨʠʚʳʯʥʳʝ ʨʘʤʢʠ ʨʘʩʩʤʦʪʨʝʥʠʷ ʤʫʟʳʢʠ, ʦʪʢʘʟʳʚʘʪʴʩʷ ʦʪ 

ʛʦʪʦʚʳʭ, ʘʧʨʠʦʨʥʳʭ ʫʪʚʝʨʞʜʝʥʠʡ ʠ ʧʦʜʭʦʜʦʚ, ʩʬʦʨʤʠʨʦʚʘʚʰʠʭʩʷ ʥʘ ʧʨʠʤʝʨʝ ʜʨʫʛʦʡ 

ʢʫʣʴʪʫʨʳ. 

ʕʪʥʦʤʫʟʳʢʦʚʝʜʯʝʩʢʦʝ ʠʩʩʣʝʜʦʚʘʥʠʝ ʦʙʣʘʜʘʝʪ ʦʩʦʙʝʥʥʦʩʪʷʤʠ, ʟʥʘʯʠʪʝʣʴʥʦ 

ʦʪʣʠʯʘʶʱʠʤʠ ʝʛʦ ʦʪ ʘʢʘʜʝʤʠʯʝʩʢʦʛʦ ʤʫʟʳʢʦʚʝʜʯʝʩʢʦʛʦ ʧʦʜʭʦʜʘ. ʆʙʱʠʤ ʞʝ ʤʝʞʜʫ ʜʚʫʤʷ 

ʥʘʧʨʘʚʣʝʥʠʷʤʠ ʤʫʟʳʢʘʣʴʥʦʡ ʥʘʫʢʠ ʷʚʣʷʝʪʩʷ ʪʦ, ʯʪʦ ʵʪʥʦʤʫʟʳʢʦʣʦʛʠʷ, ʢʘʢ ʠ ʤʫʟʳʢʦʚʝʜʝʥʠʝ, 

ʥʘʧʨʘʚʣʝʥʳ ʥʘ ʨʘʩʩʤʦʪʨʝʥʠʝ ʤʫʟʳʢʠ ʠ ʝʝ ʚʳʨʘʟʠʪʝʣʴʥʳʭ ʩʨʝʜʩʪʚ. ʅʦ ʪʘʢ ʢʘʢ ʢʘʞʜʘʷ 

ʵʪʥʠʯʝʩʢʘʷ ʤʫʟʳʢʘ ʩʚʷʟʘʥʘ ʩ ʦʧʨʝʜʝʣʝʥʥʳʤʠ, ʪʦʣʴʢʦ ʝʡ ʧʨʠʩʫʱʠʤʠ ʢʫʣʴʪʫʨʥʳʤʠ 
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ʦʩʦʙʝʥʥʦʩʪʷʤʠ, ʨʘʟʥʳʤ ʭʦʟʷʡʩʪʚʝʥʥʳʤ ʫʢʣʘʜʦʤ ʠ ʨʘʟʣʠʯʥʦʡ ʤʝʥʪʘʣʴʥʦʩʪʴʶ ʣʶʜʝʡ, ʠ 

ʦʙʨʘʱʝʥʠʝ ʢ ʥʝʡ ʥʝʠʟʙʝʞʥʦ ʚʳʚʦʜʠʪ ʠʩʩʣʝʜʦʚʘʪʝʣʝʡ ʥʘ ʠʩʪʦʨʠʯʝʩʢʠʡ ʠ ʵʪʥʦʛʨʘʬʠʯʝʩʢʠʡ 

ʢʦʥʪʝʢʩʪ ʢʫʣʴʪʫʨʳ. ʉʘʤʘ ʧʦ ʩʝʙʝ ʢʦʥʩʪʘʪʘʮʠʷ ʥʘʣʠʯʠʷ ʜʨʫʛʦʛʦ ʢʫʣʴʪʫʨʥʦʛʦ ʢʦʥʪʝʢʩʪʘ ʥʝ 

ʨʝʰʘʝʪ ʩʪʦʷʱʠʭ ʧʝʨʝʜ ʥʘʫʢʦʡ ʟʘʜʘʯ. 

ɻʣʘʚʥʘʷ ʧʨʦʙʣʝʤʘ ʵʪʥʦʤʫʟʳʢʦʚʝʜʝʥʠʷ ʢʘʢ ʩʧʝʮʠʘʣʴʥʦʡ ʦʪʨʘʩʣʠ ʤʫʟʳʢʦʚʝʜʯʝʩʢʦʛʦ 

ʟʥʘʥʠʷ ï ʵʪʦ ʧʦʠʩʢ ʩʚʷʟʠ ʤʝʞʜʫ ʢʫʣʴʪʫʨʥʳʤʠ ʷʚʣʝʥʠʷʤʠ ʠ ʠʭ ʤʫʟʳʢʘʣʴʥʳʤ ʧʨʦʷʚʣʝʥʠʝʤ, 

ʦʙʥʘʨʫʞʝʥʠʝ ʦʙʫʩʣʦʚʣʝʥʥʦʩʪʠ, ʟʘʚʠʩʠʤʦʩʪʠ ʤʫʟʳʢʠ ʦʪ ʩʣʦʞʠʚʰʠʭʩʷ ʥʘʮʠʦʥʘʣʴʥʳʭ 

ʢʫʣʴʪʫʨʥʳʭ ʬʝʥʦʤʝʥʦʚ.   

ɸʥʘʣʠʟ ʤʫʟʳʢʘʣʴʥʳʭ/ʟʚʫʢʦʚʳʭ ʢʦʤʧʦʥʝʥʪʦʚ ʠ ʤʫʟʳʢʠ ʢʘʢ ʦʪʥʦʩʠʪʝʣʴʥʦ 

ʩʘʤʦʩʪʦʷʪʝʣʴʥʦʛʦ, ʘʚʪʦʥʦʤʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʚʩʝʮʝʣʦ ʟʘʚʠʩʠʪ ʦʪ ʪʦʛʦ, ʢʘʢʦʝ ʤʝʩʪʦ ʚ ʩʪʨʫʢʪʫʨʝ 

ʢʫʣʴʪʫʨʳ ʦʥʠ ʟʘʥʠʤʘʶʪ, ʢʘʢʦʝ ʩʦʜʝʨʞʘʥʠʝ ʠ ʩʤʳʩʣʳ ʥʝʩʫʪ ʠ ʢʘʢʠʝ ʬʫʥʢʮʠʠ ʠʩʧʦʣʥʷʶʪ.  

ɺ ʵʪʥʦʤʫʟʳʢʦʣʦʛʠʠ ʚʩʝ ʤʫʟʳʢʘʣʴʥʦ-ʢʫʣʴʪʫʨʥʳʝ ʧʨʦʷʚʣʝʥʠʷ, ʩʧʦʥʪʘʥʥʳʡ ʠʣʠ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦ ʦʨʛʘʥʠʟʦʚʘʥʥʳʡ ʤʫʟʳʢʘʣʴʥʳʡ ʪʚʦʨʯʝʩʢʠʡ ʧʨʦʮʝʩʩ ʥʝ ʩʫʱʝʩʪʚʫʶʪ ʚʥʝ 

ʦʧʨʝʜʝʣʝʥʥʦʛʦ ʩʦʮʠʘʣʴʥʦʛʦ ʢʦʥʪʝʢʩʪʘ, ʩʦʮʠʘʣʴʥʳʭ ʦʙʱʥʦʩʪʝʡ, ʚʥʝ ʠʭ ʥʦʩʠʪʝʣʝʡ ʠ ʚʥʝ ʩʨʝʜʳ, 

ʢʦʪʦʨʘʷ ʠʭ ʚʦʩʧʨʠʥʠʤʘʝʪ. ʄʳ ʘʢʮʝʥʪʠʨʫʝʤ ʵʪʠ ʚʦʧʨʦʩʳ ʜʣʷ ʪʦʛʦ, ʯʪʦʙʳ ʧʨʠʚʣʝʯʴ ʚʥʠʤʘʥʠʝ 

ʢ ʥʦʚʦʤʫ ʧʦʥʠʤʘʥʠʶ ʪʨʘʜʠʮʠʠ, ʢʦʪʦʨʦʝ ʚʦʟʥʠʢʣʦ ʚ ʵʪʥʦʤʫʟʳʢʦʚʝʜʝʥʠʠ. ʀʤʝʥʥʦ ʵʪʦ 

ʧʦʥʠʤʘʥʠʝ ʭʘʨʘʢʪʝʨʥʦ ʜʣʷ ʂʦʥʚʝʥʮʠʠ 2003 ʛʦʜʘ. 

ʊʨʘʜʠʮʠʷ ï ʵʪʦ ʥʝ ʧʨʦʩʪʦ ʘʙʩʪʨʘʢʪʥʳʝ ʩʨʝʜʩʪʚʘ ʤʫʟʳʢʘʣʴʥʦʡ ʚʳʨʘʟʠʪʝʣʴʥʦʩʪʠ, 

ʤʫʟʳʢʘʣʴʥʘʷ (ʠʥʪʦʥʘʮʠʦʥʥʦ-ʣʘʜʦʚʘʷ ʠ ʨʠʪʤʠʯʝʩʢʘʷ, ʤʝʪʨʠʯʝʩʢʘʷ, ʢʦʤʧʦʟʠʮʠʦʥʥʘʷ) ʩʠʩʪʝʤʘ, 

ʩʫʱʝʩʪʚʫʶʱʘʷ ʢʘʢ ʙʳ ʩʘʤʘ ʧʦ ʩʝʙʝ, (ʥʘʧʨʠʤʝʨ, ʚ ʥʦʪʘʭ ʠʣʠ ʚ ʫʤʝ ʢʦʤʧʦʟʠʪʦʨʘ ʠ ʠʩʧʦʣʥʠʪʝʣʷ), 

ʥʦ, ʧʨʝʞʜʝ ʚʩʝʛʦ, ʚ ʪʚʦʨʯʝʩʪʚʝ ʠ ʜʝʷʪʝʣʴʥʦʩʪʠ ʯʝʣʦʚʝʢʘ: ʥʦʩʠʪʝʣʷ ʪʨʘʜʠʮʠʠ, ʪʚʦʨʮʘ, 

ʠʩʧʦʣʥʠʪʝʣʷ. ʅʝ ʤʝʥʝʝ ʚʘʞʥʘ ʠ ʪʘ ʩʨʝʜʘ, ʢʦʪʦʨʘʷ ʝʛʦ ʚʦʩʧʨʦʠʟʚʝʣʘ.  

ɺ ʩʚʷʟʠ ʩ ʵʪʠʤ ʦʧʨʝʜʝʣʷʝʪʩʷ ʠ ʩʪʘʪʫʩ ʪʨʘʜʠʮʠʦʥʥʦʡ ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ. ʆʥʘ 

ʦʪʥʶʜʴ ʥʝ ʷʚʣʷʝʪʩʷ ʩʫʤʤʦʡ, ʩʦʚʦʢʫʧʥʦʩʪʴʶ ʦʪʜʝʣʴʥʳʭ ʤʫʟʳʢʘʣʴʥʳʭ ʧʨʦʠʟʚʝʜʝʥʠʡ. ʕʪʦ 

ʩʦʮʠʘʣʴʥʦ, ʠʩʪʦʨʠʯʝʩʢʠ ʠ ʢʫʣʴʪʫʨʥʦ ʦʙʫʩʣʦʚʣʝʥʥʦʝ ʪʚʦʨʯʝʩʢʦʝ ʩʦʟʠʜʘʥʠʝ ʠ 

ʢʦʤʤʫʥʠʢʘʮʠʷ/ʦʙʱʝʥʠʝ ʣʶʜʝʡ ʚ ʧʨʦʮʝʩʩʝ ʩʦʚʤʝʩʪʥʦʡ ʞʠʟʥʠ ʠ ʜʝʷʪʝʣʴʥʦʩʪʠ. ʊʦ ʝʩʪʴ ʤʳ 

ʭʦʪʠʤ ʧʦʜʯʝʨʢʥʫʪʴ ʜʝʷʪʝʣʴʥʦʩʪʥʳʡ ʘʩʧʝʢʪ ʪʨʘʜʠʮʠʦʥʥʦʡ ʢʫʣʴʪʫʨʳ ʠ ʝʝ ʩʦʮʠʘʣʴʥʦ-

ʠʩʪʦʨʠʯʝʩʢʫʶ ʦʧʨʝʜʝʣʝʥʥʦʩʪʴ, ʩʠʩʪʝʤʥʦʩʪʴ. ʕʪʦ ʝʱʝ ʦʜʥʦ ʦʪʣʠʯʠʝ ʥʝʤʘʪʝʨʠʘʣʴʥʦʛʦ 

ʢʫʣʴʪʫʨʥʦʛʦ ʷʚʣʝʥʠʷ ʦʪ ʤʘʪʝʨʠʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ. 

ʉʦʜʝʨʞʘʥʠʝ, ʩʤʳʩʣʦʚʘʷ ʥʘʧʦʣʥʝʥʥʦʩʪʴ ʦʪʜʝʣʴʥʳʭ ʪʨʘʜʠʮʠʡ, ʠʭ 

ʩʦʦʪʥʦʰʝʥʠʝ/ʚʟʘʠʤʦʜʝʡʩʪʚʠʝ ʟʘʚʠʩʠʪ ʦʪ ʠʭ ʧʨʦʠʩʭʦʞʜʝʥʠʷ, ʠʩʪʦʨʠʠ ʠ ʚʦ ʤʥʦʛʦʤ 

ʦʧʨʝʜʝʣʷʝʪʩʷ ʩʦʩʪʦʷʥʠʝʤ ʦʙʱʝʩʪʚʘ ʚʦ ʚʨʝʤʷ ʧʦʷʚʣʝʥʠʷ ʠ ʩʫʱʝʩʪʚʦʚʘʥʠʷ ʵʪʠʭ ʪʨʘʜʠʮʠʡ. ʊʦ, 

ʢʘʢ ʣʶʜʠ ʚʦʩʧʨʠʥʠʤʘʶʪ ʞʠʟʥʴ/ʜʝʡʩʪʚʠʪʝʣʴʥʦʩʪʴ, ʢʘʢ ʧʝʨʝʞʠʚʘʶʪ, ʢʘʢ ʜʝʡʩʪʚʫʶʪ ʠ 

ʩʘʤʦʚʳʨʘʞʘʶʪ ʩʝʙʷ ʚ ʦʪʥʦʰʝʥʠʠ ʥʝʝ, ʠ ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʙʦʡ ʧʣʘʩʪ ʢʫʣʴʪʫʨʥʳʭ ʩʤʳʩʣʦʚ ʠ 

ʮʝʥʥʦʩʪʝʡ.  

ʅʘ ʥʘʰ ʚʟʛʣʷʜ, ʵʪʦ - ʢʨʘʫʝʛʦʣʴʥʳʡ ʢʘʤʝʥʴ ʵʪʥʦʤʫʟʳʢʦʣʦʛʠʠ, ʧʦʪʦʤʫ ʯʪʦ ʚ ʯʠʩʣʝ ʝʝ 

ʮʝʣʝʡ ʥʘʭʦʜʠʪʩʷ ʩʫʱʥʦʩʪʥʘʷ ʭʘʨʘʢʪʝʨʠʩʪʠʢʘ ʪʨʘʜʠʮʠʦʥʥʦʡ ʢʫʣʴʪʫʨʳ, ʘ ʪʘʢʞʝ ʦʧʠʩʘʥʠʝ 

ʨʘʟʣʠʯʥʳʭ ʵʪʥʠʯʝʩʢʠʭ ʤʫʟʳʢʘʣʴʥʦ-ʢʫʣʴʪʫʨʥʳʭ ʪʨʘʜʠʮʠʡ, ʮʝʥʥʦʩʪʝʡ ʠ ʩʤʳʩʣʦʚ.  

ʉʤʳʩʣʳ ʢʫʣʴʪʫʨʳ ʙʣʠʟʢʠ ʢ ʧʦʥʷʪʠʶ ʮʝʥʥʦʩʪʝʡ, ʦʥʠ ʪʝʩʥʦ ʚʟʘʠʤʦʜʝʡʩʪʚʫʶʪ, ʦʙʣʘʜʘʷ 

ʩʚʦʠʤ ʦʙʲʝʤʦʤ ʟʥʘʯʝʥʠʡ ï ʩʤʳʩʣʳ ï ʧʦʟʥʘʚʘʪʝʣʴʥʳʤ, ʮʝʥʥʦʩʪʠ ï ʘʢʩʠʦʣʦʛʠʯʝʩʢʠʤ. ʀ ʪʝ, ʠ 

ʜʨʫʛʠʝ ʛʣʫʙʦʢʦ, ʵʤʦʮʠʦʥʘʣʴʥʦ ʧʝʨʝʞʠʚʘʶʪʩʷ ʯʝʣʦʚʝʢʦʤ ʠ ʩʦʦʙʱʝʩʪʚʦʤ. ʇʦʥʠʤʘʥʠʝ 

ʢʫʣʴʪʫʨʥʦʛʦ ʩʤʳʩʣʘ ʧʨʝʜʧʦʣʘʛʘʝʪ ʝʛʦ ʥʘʭʦʞʜʝʥʠʝ ʚʥʫʪʨʠ ʯʝʣʦʚʝʯʝʩʢʦʛʦ ʤʠʨʘ, ʦʥ ʧʨʦʥʠʢʘʝʪ 

ʚʦ ʚʩʝ çʧʦʨʳè ʵʪʦʛʦ ʢʫʣʴʪʫʨʥʦʛʦ ʤʠʨʘ. ʂʘʢ ʧʦʜʯʝʨʢʠʚʘʶʪ ʢʫʣʴʪʫʨʦʣʦʛʠ, ʩʤʳʩʣʳ ʥʝʣʴʟʷ 

ʠʟʦʙʨʝʩʪʠ, ʧʨʠʜʫʤʘʪʴ: ʦʥʠ ʚʩʝʧʦʛʣʦʱʘʶʱʠ ʠ ʫʥʠʚʝʨʩʘʣʴʥʳ ʜʣʷ ʚʩʝʭ ʥʦʩʠʪʝʣʝʡ ʜʘʥʥʦʡ 

ʢʫʣʴʪʫʨʳ, ʵʪʦ ʞʠʚʦʝ çʷʜʨʦè ʪʨʘʜʠʮʠʠ. ʉʤʳʩʣʳ ʷʚʣʷʶʪʩʷ ʢʚʠʥʪʵʩʩʝʥʮʠʝʡ ʯʝʣʦʚʝʯʝʩʢʦʛʦ 
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ʙʳʪʠʷ, ʠ ʠʭ ʜʘʝʪ ʯʝʣʦʚʝʢʫ ʢʫʣʴʪʫʨʘ. 

ʇʦʥʷʪʥʦ, ʯʪʦ ʢʫʣʴʪʫʨʥʳʝ ʩʤʳʩʣʳ ʥʝ ʩʫʱʝʩʪʚʫʶʪ ʦʪʜʝʣʴʥʦ, ʩʘʤʠ ʧʦ ʩʝʙʝ, ʦʥʠ 

ʚʦʧʣʦʱʘʶʪʩʷ ʚ ʦʪʜʝʣʴʥʳʭ ʷʚʣʝʥʠʷʭ, ʦʙʳʯʘʷʭ, ʦʙʨʷʜʘʭ ʠʣʠ ʪʨʘʜʠʮʠʷʭ. ɺ ʥʝʢʦʪʦʨʳʭ ʩʣʫʯʘʷʭ 

ʢʫʣʴʪʫʨʥʦʝ ʷʚʣʝʥʠʝ ʠʣʠ ʪʨʘʜʠʮʠʷ, ʩʦʜʝʨʞʘʱʠʝ ʩʤʳʩʣʳ, ʦʙʨʝʪʘʶʪ ʚ ʩʚʦʝʤ ʧʦʷʚʣʝʥʠʠ ʠ 

ʜʘʣʴʥʝʡʰʝʤ ʩʫʱʝʩʪʚʦʚʘʥʠʠ ʦʧʨʝʜʝʣʝʥʥʫʶ ʫʩʪʦʡʯʠʚʫʶ ʩʦʮʠʘʣʴʥʫʶ ʠʣʠ ʩʦʮʠʘʣʴʥʦ-

ʢʫʣʴʪʫʨʥʫʶ ʬʦʨʤʫ, ʠʥʩʪʠʪʫʮʠʶ, ʦʪʛʨʘʥʠʯʠʚʘʶʱʫʶ/ʦʪʣʠʯʘʶʱʫʶ ʠʭ ʦʪ ʜʨʫʛʠʭ. 

ʋ ʢʘʟʘʭʦʚ ʵʪʦ ʙʘʢʩʳʣʳʢ/ʰʘʤʘʥʩʪʚʦ, ʠʥʩʪʠʪʫʪ ʘʢʳʥʦʚ/ʧʦʵʪʦʚ-ʧʝʚʮʦʚ-

ʠʤʧʨʦʚʠʟʘʪʦʨʦʚ, ʠʥʩʪʠʪʫʪ ʩʘʣʦʚ ʠ ʩʝʨʵ, ʠʥʩʪʠʪʫʪ ʞʳʨʘʫ/ʩʦʟʜʘʪʝʣʝʡ ʠ ʠʩʧʦʣʥʠʪʝʣʝʡ ʵʧʦʩʘ, 

ʚ ʙʘʟʠʩʝ ʢʫʣʴʪʫʨʳ ʥʘʭʦʜʠʪʩʷ ʨʠʪʫʘʣ, ʦʙʝʩʧʝʯʠʚʘʶʱʠʡ ʩʘʢʨʘʣʴʥʦʩʪʴ/ץʘʩʠʝʪʪʽʣʽʛʽ. ɺʩʝ ʵʪʠ 

ʪʨʘʜʠʮʠʠ ʚ ʩʦʚʦʢʫʧʥʦʩʪʠ ʥʝ ʪʦʣʴʢʦ ʩʦʩʪʘʚʣʷʣʠ ʤʝʥʪʘʣʴʥʳʡ ʧʦʨʪʨʝʪ ʢʫʣʴʪʫʨʳ, ʥʝʧʦʚʪʦʨʠʤʫʶ 

ʮʝʣʦʩʪʥʦʩʪʴ, ʥʦ ʠ ʚʳʨʘʞʘʣʠ ʩʝʙʷ ʚ ʢʦʥʢʨʝʪʥʦʡ, ʠʩʪʦʨʠʯʝʩʢʠ ʦʧʨʝʜʝʣʝʥʥʦʡ ʩʦʮʠʘʣʴʥʦ-

ʢʫʣʴʪʫʨʥʦʡ ʩʪʨʫʢʪʫʨʝ ʠ ʚʳʧʦʣʥʷʣʠ ʦʧʨʝʜʝʣʝʥʥʳʝ ʬʫʥʢʮʠʠ, ʟʘʥʠʤʘʣʠ ʦʧʨʝʜʝʣʝʥʥʦʝ ʤʝʩʪʦ ʚ 

ʢʫʣʴʪʫʨʝ, ʘ ʠʭ ʥʦʩʠʪʝʣʠ ʠʤʝʣʠ ʩʚʦʡ ʩʪʘʪʫʩ.  

ʇʨʠ ʵʪʦʤ ʩʦʩʪʘʚ ʠ ʩʪʨʦʝʥʠʝ ʢʫʣʴʪʫʨʳ ʧʦʜʚʝʨʞʝʥʳ ʠʩʪʦʨʠʯʝʩʢʠʤ ʤʦʜʠʬʠʢʘʮʠʷʤ. ʅʦ, 

ʜʘʞʝ ʚ ʪʦʤ ʩʣʫʯʘʝ, ʝʩʣʠ ʩʘʤʦʡ ʠʥʩʪʠʪʫʮʠʠ ʫʞʝ ʥʝ ʩʫʱʝʩʪʚʫʝʪ, ʠ ʦʥʘ ʞʠʚʝʪ ʣʠʰʴ ʚ ʧʘʤʷʪʠ 

ʢʫʣʴʪʫʨʳ, ʢʫʣʴʪʫʨʥʳʝ ʩʤʳʩʣʳ ʪʨʘʜʠʮʠʡ ʚ ʮʝʣʦʤ ʩʦʭʨʘʥʷʶʪʩʷ ʜʦʩʪʘʪʦʯʥʦ ʜʦʣʛʦ ʠ 

ʧʨʦʜʦʣʞʘʶʪ ʚʣʠʷʪʴ ʥʘ ʪʝʢʫʱʝʝ ʩʦʩʪʦʷʥʠʝ ʢʫʣʴʪʫʨʳ. ʆʥʠ ʢʘʢ ʙʳ ʩʪʘʥʦʚʷʪʩʷ çʢʦʜʘʤʠè 

ʢʫʣʴʪʫʨʳ ʠ ʚ ʪʘʢʦʤ ʚʠʜʝ ʧʝʨʝʜʘʶʪʩʷ ʧʦʢʦʣʝʥʠʷʤ ʩ ʧʦʤʦʱʴʶ ʷʟʳʢʘ ʪʨʘʜʠʮʠʡ, ʦʥʠ ʩʦʩʪʘʚʣʷʶʪ 

ʵʪʥʠʯʝʩʢʫʶ ʠʜʝʥʪʠʯʥʦʩʪʴ. ɺ ʫʩʪʥʦʡ ʪʨʘʜʠʮʠʦʥʥʦʡ ʢʫʣʴʪʫʨʝ ʚʩʷ ʮʝʣʦʩʪʥʘʷ/ ʮʝʥʥʦʩʪʥʘʷ 

ʠʥʬʦʨʤʘʮʠʷ ʨʘʩʧʨʦʩʪʨʘʥʷʝʪʩʷ ʚ ʦʙʱʝʩʪʚʝ ʩ ʧʦʤʦʱʴʶ ʧʨʦʟʚʫʯʘʚʰʝʡ ʤʫʟʳʢʠ, 

ʩʢʘʟʘʥʥʦʤʫ/ʩʧʝʪʦʤʫ ʩʣʦʚʫ.  

ɺʦʟʚʨʘʱʘʷʩʴ ʢ ʪʝʤʝ ʮʝʥʥʦʩʪʝʡ ʢʫʣʴʪʫʨʳ, ʥʘʜʦ ʦʪʤʝʪʠʪʴ, ʯʪʦ ʫ ʥʠʭ, ʧʦʤʠʤʦ 

ʚʥʫʪʨʝʥʥʝʛʦ (ʢʫʣʴʪʫʨʥʳʝ ʩʤʳʩʣʳ), ʝʩʪʴ ʚʥʝʰʥʠʡ, ʪʦ ʝʩʪʴ ʩʦʮʠʘʣʴʥʳʡ ʤʦʤʝʥʪ. ʕʪʘ ʚʥʝʰʥʷʷ 

ʩʪʦʨʦʥʘ ʟʘʚʠʩʠʪ ʦʪ ʢʦʥʢʨʝʪʥʦʛʦ ʥʘ ʜʘʥʥʳʡ ʤʦʤʝʥʪ ʦʙʱʝʩʪʚʝʥʥʦʛʦ ʫʩʪʨʦʡʩʪʚʘ ʠ ʚʦ ʤʥʦʛʦʤ 

ʦʧʨʝʜʝʣʷʝʪʩʷ ʝʝ ʠʜʝʦʣʦʛʠʯʝʩʢʠʤ ʦʙʦʩʥʦʚʘʥʠʝʤ. ɽʩʣʠ ʚ ʪʨʘʜʠʮʠʦʥʥʦʤ ʦʙʱʝʩʪʚʝ ʠʩʢʫʩʩʪʚʦ ʠ 

ʝʛʦ ʥʦʩʠʪʝʣʠ ʙʝʟʫʩʣʦʚʥʦ ʦʙʣʘʜʘʣʠ ʚʳʩʦʢʠʤ ʩʪʘʪʫʩʦʤ ʠ ʘʚʪʦʨʠʪʝʪʦʤ, ʯʪʦ ʩʘʤʦ ʩʝʙʝ 

ʦʙʝʩʧʝʯʠʚʘʣʦ ʠʭ ʩʫʱʝʩʪʚʦʚʘʥʠʝ ʠ ʨʘʟʚʠʪʠʝ, ʪʦ ʚ ʧʦʩʪʪʨʘʜʠʮʠʦʥʥʦʤ ʦʙʱʝʩʪʚʝ ʧʨʝʞʜʝ ʚʩʝʛʦ 

ʨʘʟʨʫʰʘʝʪʩʷ ʚʥʝʰʥʷʷ, ʩʦʮʠʘʣʴʥʘʷ ʩʪʦʨʦʥʘ ʪʨʘʜʠʮʠʡ, ʦʥʠ ʣʠʰʘʶʪʩʷ ʩʚʦʝʛʦ ʤʝʩʪʘ ʚ ʦʙʱʝʩʪʚʝ 

ʠ ʢʘʢ ʩʣʝʜʩʪʚʠʝ - ʩʚʦʝʛʦ ʩʪʘʪʫʩʘ.  

ɺ ʩʚʷʟʠ ʩ ʵʪʠʤ, ʚʝʩʴʤʘ ʚʘʞʥʳʤʠ ʷʚʣʷʶʪʩʷ ʚʦʧʨʦʩʳ ʘʢʪʫʘʣʴʥʦʛʦ ʩʦʚʨʝʤʝʥʥʦʛʦ ʩʦʩʪʘʚʘ, 

ʩʪʨʦʝʥʠʷ ʠ ʬʫʥʢʮʠʦʥʠʨʦʚʘʥʠʷ ʪʨʘʜʠʮʠʡ ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ. ʀʟʫʯʠʚ ʩʧʝʮʠʬʠʯʥʳʝ 

ʠʩʭʦʜʥʳʝ ʢʫʣʴʪʫʨʥʳʝ ʠʥʩʪʠʪʫʪʳ ʚʥʫʪʨʠ ʢʘʞʜʦʛʦ ʦʙʱʝʩʪʚʘ, ʝʛʦ ʠʩʪʦʨʠʠ, ʤʦʞʥʦ ʠʩʩʣʝʜʦʚʘʪʴ 

ʥʳʥʝʰʥʝʝ ʩʦʩʪʦʷʥʠʝ ʠ ʩʦʩʪʘʚ ʩʦʚʨʝʤʝʥʥʦʡ ʢʫʣʴʪʫʨʳ, ʦʧʨʝʜʝʣʷʷ çʙʦʣʝʚʳʝ ʪʦʯʢʠè, 

ʦʙʨʘʟʦʚʘʚʰʠʝʩʷ ʚ ʨʝʟʫʣʴʪʘʪʝ ʩʣʦʤʘ ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʫʢʣʘʜʘ.  

ʂʦʥʚʝʥʮʠʷ ʖʥʝʩʢʦ 2003 ʛʦʜʘ ʧʨʠʟʚʘʥʘ ʛʘʨʘʥʪʠʨʦʚʘʪʴ ʪʨʘʜʠʮʠʦʥʥʦʡ ʢʫʣʴʪʫʨʝ 

ʥʘʩʪʦʷʱʝʝ ʠ ʙʫʜʫʱʝʝ ʠ ʜʝʣʘʝʪ ʦʥʘ ʵʪʦ ʙʣʘʛʦʜʘʨʷ ʪʦʤʫ, ʯʪʦ ʦʥʘ ʧʨʠʚʣʝʢʘʝʪ ʚʥʠʤʘʥʠʝ ʫʯʝʥʳʭ ʢ 

ʵʪʠʤ ʚʥʝʰʥʠʤ, ʩʦʮʠʘʣʴʥʳʤ, ʩʦʮʠʘʣʴʥʦ-ʢʫʣʴʪʫʨʥʳʤ ʨʘʤʢʘʤ. ʀʤʝʥʥʦ ʩ ʵʪʠʤ ʩʚʷʟʘʥʦ 

ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʪʘʢʠʭ ʧʦʥʷʪʠʡ ʢʘʢ ʩʦʦʙʱʝʩʪʚʦ, ʥʦʩʠʪʝʣʴ, ʪʨʘʜʠʮʠʷ, ʢʦʪʦʨʳʝ ʨʦʜʠʣʠʩʴ ʚ 

ʵʪʦʤʫʟʳʢʦʚʝʜʝʥʠʠ.  

ʅʦʩʠʪʝʣʴ ʪʨʘʜʠʮʠʠ ï ʮʝʥʪʨʘʣʴʥʦʝ ʟʚʝʥʦ ʚ ʮʝʧʠ ʧʝʨʝʜʘʯʠ ʪʨʘʜʠʮʠʠ. ʆʥ ʷʚʣʷʝʪʩʷ 

ʩʨʝʜʦʪʦʯʠʝʤ ʢʘʢ ʩʦʮʠʘʣʴʥʳʭ, ʧʩʠʭʦʣʦʛʠʯʝʩʢʠʭ ʩʚʦʡʩʪʚ, ʪʘʢ ʠ ʷʟʳʢʦʚʳʭ, ʩʦʜʝʨʞʘʪʝʣʴʥʳʭ ʠ 

ʚʳʨʘʟʠʪʝʣʴʥʳʭ ʩʨʝʜʩʪʚ ʪʨʘʜʠʮʠʠ. ʂʘʢ ʧʨʘʚʠʣʦ, ʥʦʩʠʪʝʣʴ ʪʨʘʜʠʮʠʠ ʥʝ ʩʫʱʝʩʪʚʫʝʪ 

ʠʟʦʣʠʨʦʚʘʥʥʦ, ʩʘʤ ʧʦ ʩʝʙʝ (ʕʪʦ ʩʣʫʯʘʝʪʩʷ ʪʦʛʜʘ, ʢʦʛʜʘ ʪʨʘʜʠʮʠʷ ʟʘʪʫʭʘʝʪ ʠ ʫʭʦʜʷʪ ʚ ʧʨʦʰʣʦʝ 
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ʚʩʝ ʝʝ ʥʦʩʠʪʝʣʠ ʠ ʩʣʫʰʘʪʝʣʠ.). ʆʥ ʯʘʩʪʴ ʪʨʘʜʠʮʠʠ, ʩʠʩʪʝʤʳ, ʠ ʧʦʪʦʤʫ ʤʥʦʛʦʟʥʘʯʥʦʝ ʧʦʥʷʪʠʝ 

ʢʦʣʣʝʢʪʠʚʥʦʩʪʠ ʠʤʝʝʪ ʦʪʥʦʰʝʥʠʝ ʥʝ ʪʦʣʴʢʦ ʢ ʬʦʣʴʢʣʦʨʫ, ʥʦ ʠ ʚ ʮʝʣʦʤ ʢʦ ʚʩʝʡ ʪʨʘʜʠʮʠʦʥʥʦʡ 

ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʝ.  

ɺ ʩʦʮʠʦʣʦʛʠʯʝʩʢʦʤ ʧʣʘʥʝ ʚʳʨʘʞʝʥʠʝʤ ʢʦʣʣʝʢʪʠʚʥʦʩʪʠ ʘʜʝʢʚʘʪʥʦ ʚʳʩʪʫʧʘʝʪ ʧʦʥʷʪʠʝ 

ʩʦʦʙʱʝʩʪʚʘ. ʀʤʝʥʥʦ ʵʪʦ ʧʦʥʷʪʠʝ ï ʩʦʦʙʱʝʩʪʚʦ ï ʠʩʧʦʣʴʟʫʝʪʩʷ ʚʦ ʚʩʝʭ ʜʦʢʫʤʝʥʪʘʭ/ʪʝʢʩʪʘʭ, 

ʩʚʷʟʘʥʥʳʭ ʩ ʂʦʥʚʝʥʮʠʝʡ ʖʥʝʩʢʦ ʦ ʩʦʭʨʘʥʝʥʠʠ ʥʝʤʘʪʝʨʠʘʣʴʥʦʛʦ ʢʫʣʴʪʫʨʥʦʛʦ ʥʘʩʣʝʜʠʷ 2003 

ʛ. ʉʦʦʙʱʝʩʪʚʦ ï ʩʦʮʠʘʣʴʥʘʷ ʛʨʫʧʧʘ. ʕʪʦ ʩʦʚʦʢʫʧʥʦʩʪʴ ʣʶʜʝʡ, ʢʘʢ ʧʨʘʚʠʣʦ, ʞʠʚʫʱʠʭ ʚ ʦʜʥʦʡ 

ʤʝʩʪʥʦʩʪʠ, ʫ ʢʘʟʘʭʦʚ ʯʘʩʪʦ ʩʦʦʙʱʝʩʪʚʦ ʷʚʣʷʝʪʩʷ ʩʠʥʦʥʠʤʦʤ ʦʜʥʦʛʦ ʨʦʜʘ. ʉʦʦʙʱʝʩʪʚʦ 

ʦʙʲʝʜʠʥʝʥʦ ʦʙʱʝʡ ʠʩʪʦʨʠʝʡ, ʩʘʤʠʤ ʤʝʩʪʦʤ ʧʨʦʞʠʚʘʥʠʷ, ʢʣʠʤʘʪʦʤ, ʢʦʥʢʨʝʪʥʳʤʠ 

ʦʙʩʪʦʷʪʝʣʴʩʪʚʘʤʠ ʞʠʟʥʠ. ʉʦʦʙʱʝʩʪʚʦ ʷʚʣʷʝʪʩʷ ʪʘʢʠʤ ʞʝ ʦʙʣʘʜʘʪʝʣʝʤ ʪʨʘʜʠʮʠʠ, ʢʘʢ ʠ 

ʦʪʜʝʣʴʥʳʡ ʝʝ ʥʦʩʠʪʝʣʴ. ʄʝʥʪʘʣʠʪʝʪ ʩʦʦʙʱʝʩʪʚʘ ï ʵʪʦ ʧʦʯʚʘ, ʥʘ ʢʦʪʦʨʦʡ ʧʨʦʠʟʨʘʩʪʘʝʪ 

ʪʨʘʜʠʮʠʷ, ʵʪʦ ʚʦʟʜʫʭ, ʢʦʪʦʨʳʤ ʦʥʘ ʜʳʰʠʪ. 

ʉʦʦʙʱʝʩʪʚʫ ʠʟʚʝʩʪʝʥ ʠ ʧʦʥʷʪʝʥ ʤʫʟʳʢʘʣʴʥʳʡ ʷʟʳʢ ʪʨʘʜʠʮʠʠ, ʝʝ ʢʦʥʪʝʢʩʪ ʠ ʧʦʜʪʝʢʩʪ. 

ʆʥʦ ʚʳʩʪʫʧʘʝʪ ʵʢʩʧʝʨʪʦʤ ʪʨʘʜʠʮʠʠ, ʝʝ ʮʝʥʟʦʨʦʤ, ʚ ʪʦ ʞʝ ʚʨʝʤʷ ʝʝ ʧʦʜʣʠʥʥʳʤ ʮʝʥʠʪʝʣʝʤ ʠ 

ʭʨʘʥʠʪʝʣʝʤ. ʄʫʟʳʢʘʣʴʥʦ-ʧʦʵʪʠʯʝʩʢʘʷ ʪʨʘʜʠʮʠʷ, ʢʦʪʦʨʦʡ ʦʙʣʘʜʘʝʪ ʩʦʦʙʱʝʩʪʚʦ ʠ ʢʘʞʜʳʡ 

ʢʦʥʢʨʝʪʥʳʡ ʥʦʩʠʪʝʣʴ ï ɻ ʪʦ ʩʠʩʪʝʤʘ, ʬʫʥʢʮʠʦʥʠʨʫʶʱʘʷ ʚ ʦʙʱʝʩʪʚʝ ʩ ʧʦʤʦʱʴʶ ʚʝʨʙʘʣʴʥʦʛʦ ʠ 

ʤʫʟʳʢʘʣʴʥʦʛʦ ʷʟʳʢʘ, ʧʝʨʝʜʘʶʱʘʷʩʷ ʩʦʛʣʘʩʥʦ ʷʟʳʢʦʚʳʤ ʟʘʢʦʥʘʤ ʠ ʚ ʩʦʦʪʚʝʪʩʪʚʠʠ ʩ 

ʵʪʥʠʯʝʩʢʦʡ/ʠʩʪʦʨʠʯʝʩʢʦʡ ʩʦʮʠʘʣʴʥʦ-ʢʫʣʴʪʫʨʥʦʡ ʦʨʛʘʥʠʟʘʮʠʝʡ. 

ʇʦʜʳʪʦʞʠʚʘʷ ʦʧʨʝʜʝʣʝʥʠʷ, ʟʘʤʝʪʠʤ, ʯʪʦ ʵʪʥʦʤʫʟʳʢʦʚʝʜʯʝʩʢʠʝ ʧʦʥʷʪʠʷ ʥʦʩʠʪʝʣʴ 

ʪʨʘʜʠʮʠʠ, ʩʦʦʙʱʝʩʪʚʦ ʠ ʩʘʤʦʡ ʪʨʘʜʠʮʠʠ ʷʚʣʷʶʪʩʷ ʢʣʶʯʝʚʳʤʠ ʧʦʥʷʪʠʷʤʠ, ʩʚʷʟʳʚʘʶʱʠʤʠ 

ʚʦʝʜʠʥʦ ʩʪʨʫʢʪʫʨʥʳʡ, ʩʦʮʠʘʣʴʥʳʡ/ʩʦʮʠʦʣʦʛʠʯʝʩʢʠʡ ʠ ʪʚʦʨʯʝʩʢʠʡ/ʤʫʟʳʢʘʣʴʥʦ-ʷʟʳʢʦʚʦʡ 

ʧʘʨʘʤʝʪʨʳ.  

ʉʢʣʘʜʳʚʘʝʪʩʷ ʥʝʩʢʦʣʴʢʦ ʩʘʤʦʩʪʦʷʪʝʣʴʥʳʭ ʥʘʧʨʘʚʣʝʥʠʡ ʠʩʩʣʝʜʦʚʘʥʠʷ ʵʪʥʠʯʝʩʢʦʡ 

ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ. ʉʨʝʜʠ ʥʠʭ ʚʳʜʝʣʷʶʪʩʷ: 1.ʥʘʧʨʘʚʣʝʥʠʝ ʠʟʫʯʝʥʠʷ ʟʚʫʢʦʚʦʡ ʤʘʪʝʨʠʠ 

ʪʨʘʜʠʮʠʠ (ʤʫʟʳʢʘʣʴʥʦʝ çʚʝʱʝʩʪʚʦè ʀ.ɿʝʤʮʦʚʩʢʦʛʦ), ʠ ʦʜʥʠʤ ʠʟ ʨʫʩʝʣ ʪʘʢʦʛʦ ʠʟʫʯʝʥʠʷ 

ʷʚʣʷʝʪʩʷ ʠʩʩʣʝʜʦʚʘʥʠʝ çʵʪʥʠʯʝʩʢʦʛʦ ʟʚʫʢʦʠʜʝʘʣʘè (ʌ.ɹʦʟʝ), 2.ʥʘʧʨʘʚʣʝʥʠʝ ʠʟʫʯʝʥʠʷ 

ʩʦʮʠʘʣʴʥʦ-ʢʫʣʴʪʫʨʥʳʭ ʬʫʥʢʮʠʡ ʤʫʟʳʢʠ ʠ ʠʩʪʦʨʠʯʝʩʢʠʭ ʪʠʧʦʚ ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ, 

3.ʥʘʧʨʘʚʣʝʥʠʝ ʩʝʤʘʥʪʠʯʝʩʢʦʛʦ ʘʥʘʣʠʟʘ ʠʣʠ ʨʘʩʰʠʬʨʦʚʢʘ ʟʥʘʯʝʥʠʷ ʤʫʟʳʢʘʣʴʥʦ-

ʚʳʨʘʟʠʪʝʣʴʥʳʭ ʩʨʝʜʩʪʚ ʪʨʘʜʠʮʠʠ.  

ʇʦʥʠʤʘʥʠʝ ʵʪʦʛʦ ʤʝʪʦʜʦʣʦʛʠʯʝʩʢʦʛʦ ʦʙʥʦʚʣʝʥʠʷ, ʚʢʣʶʯʘʶʱʝʛʦ ʨʘʩʩʤʦʪʨʝʥʠʝ 

ʢʫʣʴʪʫʨʥʳʭ ʩʤʳʩʣʦʚ, ʠʟʫʯʝʥʠʝ ʟʚʫʢʦʚʦʡ ʤʘʪʝʨʠʠ ʵʪʥʠʯʝʩʢʦʡ ʤʫʟʳʢʠ ʠ ʝʝ ʩʦʮʠʘʣʴʥʦ-

ʢʫʣʴʪʫʨʥʦʡ ʠ ʵʩʪʝʪʠʯʝʩʢʦʡ ʭʘʨʘʢʪʝʨʠʩʪʠʢʠ ʧʨʠʦʙʨʝʪʘʝʪ ʠʩʢʣʶʯʠʪʝʣʴʥʫʶ ʚʘʞʥʦʩʪʴ. ʉʤʳʩʣ 

ʪʘʢʠʭ ʤʫʟʳʢʘʣʴʥʳʭ/ʟʚʫʢʦʚʳʭ ʢʦʤʧʦʥʝʥʪʦʚ ʧʦʩʪʠʛʘʝʪʩʷ ʥʝ ʪʦʣʴʢʦ ʩʘʤʠʤʠ ʥʦʩʠʪʝʣʷʤʠ 

ʢʫʣʴʪʫʨʳ, ʪʨʘʜʠʮʠʠ, ʥʦ ʠ ʜʦʣʞʝʥ ʙʳʪʴ ʧʦʥʷʪ ʚ ʭʦʜʝ ʵʪʥʦʤʫʟʳʢʦʣʦʛʠʯʝʩʢʦʛʦ ʠʣʠ 

ʢʫʣʴʪʫʨʦʣʦʛʠʯʝʩʢʦʛʦ ʠʟʫʯʝʥʠʷ. ʇʨʝʞʜʝ ʚʩʝʛʦ, ʵʪʦ ʠʤʝʝʪ ʦʪʥʦʰʝʥʠʝ ʢ ʦʙʨʷʜʦʚʦʤʫ ʠ ʙʳʪʦʚʦʤʫ 

ʬʦʣʴʢʣʦʨʫ, ʢ ʪʝʤ ʜʨʝʚʥʠʤ ʩʠʥʢʨʝʪʠʯʝʩʢʠʤ ʩʬʝʨʘʤ, ʚ ʢʦʪʦʨʳʭ ʤʫʟʳʢʘ ʚʩʝʛʦ ʣʠʰʴ ʦʜʠʥ ʠʟ 

ʢʦʤʧʦʥʝʥʪʦʚ. ɺʝʨʰʠʥʦʡ ʤʠʨʦʚʦʟʟʨʝʥʯʝʩʢʦʛʦ/ʤʝʥʪʘʣʴʥʦʛʦ ʠ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʦʙʦʙʱʝʥʠʷ 

ʢʘʟʘʭʩʢʦʡ ʢʫʣʴʪʫʨʳ ʷʚʣʷʝʪʩʷ ʵʧʦʩ - ʞʳʨʰʳʣʳʢ ʜᴅʩʪװʨ, ʧʨʠʯʝʤ ʫ ʢʘʟʘʭʦʚ (ʢʘʢ ʠ ʜʨʫʛʠʭ 

ʪʶʨʢʩʢʠʭ ʥʘʨʦʜʦʚ) ʩʦʭʨʘʥʠʣʘʩʴ ʠʩʢʦʥʥʘʷ ʬʦʨʤʘ ʝʛʦ ʚʦʧʣʦʱʝʥʠʷ ï ʤʫʟʳʢʘʣʴʥʦ-

ʠʩʧʦʣʥʠʪʝʣʴʩʢʘʷ, ʞʠʚʘʷ ʪʨʘʜʠʮʠʷé 

ʏʪʦ ʢʘʩʘʝʪʩʷ ʤʫʟʳʢʠ ʵʧʦʩʘ, ʝʱʝ ʚ ʢʦʥʮʝ ʧʦʩʣʝʜʥʝʡ ʯʝʪʚʝʨʪʠ ʜʚʘʜʮʘʪʦʛʦ ʚʝʢʘ 

ʚʳʜʘʶʱʠʡʩʷ ʠʩʩʣʝʜʦʚʘʪʝʣʴ ʤʫʟʳʢʠ ʢʘʟʘʭʩʢʦʛʦ ʵʧʦʩʘ ɸʣʤʘ ʂʫʥʘʥʙʘʝʚʘ ʧʠʩʘʣʘ: çʇʝʨʝʜ ʥʘʤʠ 

ʚʦ ʚʝʩʴ ʨʦʩʪ ʚʩʪʘʝʪ ʧʨʦʙʣʝʤʘ ʦʧʠʩʘʥʠʷ ʬʝʥʦʤʝʥʘ "ʢʘʟʘʭʩʢʘʷ ʤʫʟʳʢʘʣʴʥʘʷ ʵʧʠʯʝʩʢʘʷ ʪʨʘʜʠʮʠʷ" 

ʢʘʢ ʥʝʢʦʝʛʦ ʮʝʣʦʩʪʥʦʛʦ ʷʚʣʝʥʠʷ, ʧʨʦʙʣʝʤʘ ʚʦʩʩʦʟʜʘʥʠʷ ʤʦʜʝʣʠ ʩʠʩʪʝʤʳ ʵʧʠʯʝʩʢʦʛʦ ʤʠʨʘè. 

ʇʦʩʣʝ ʤʥʦʛʦʛʨʘʥʥʦʛʦ ʠ çʤʥʦʛʦʪʦʤʥʦʛʦè ʬʠʣʦʣʦʛʠʯʝʩʢʦʛʦ ʠʟʫʯʝʥʠʷ ʵʧʦʩʘ ʚ ʢʘʟʘʭʩʢʦʡ 
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ʢʫʣʴʪʫʨʝ ʨʘʙʦʪʘ ʂʫʥʘʥʙʘʝʚʦʡ ʧʦ ʤʫʟʳʢʝ ʵʧʦʩʘ ʩʪʘʣʘ ʧʝʨʚʳʤ ʩʝʨʴʝʟʥʳʤ ʠʩʩʣʝʜʦʚʘʥʠʝʤ ʵʪʦʡ 

ʢʨʫʧʥʦʡ ʩʬʝʨʳ ʩ ʧʦʟʠʮʠʡ ʵʪʥʦʤʫʟʳʢʦʚʝʜʝʥʠʷ.  

ʍʦʯʫ ʧʦʢʘʟʘʪʴ ʬʨʘʛʤʝʥʪʳ ʂʘʨʤʘʢʯʠʥʩʢʦʡ ʪʨʘʜʠʮʠʠ ʚ ʠʩʧʦʣʥʝʥʠʠ ʋʣʞʘʥ 

ɹʘʡʙʦʩʳʥʦʚʦʡ (https://www.yandex.kz/video/preview/13511572208461649279), ɸʨʘʣʴʩʢʦ-

ʂʘʟʘʣʠʥʩʢʦʡ ʪʨʘʜʠʮʠʠ ʚ ʠʩʧʦʣʥʝʥʠʠ ʕʣʴʤʠʨʳ ɾʘʥʘʙʝʨʛʝʥʦʚʦʡ 

(https://www.yandex.kz/video/preview/7171665373057965753), ʠ  ʄʘʥʛʳʩʪʘʫʩʢʦʛʦ ʵʧʠʯʝʩʢʦʛʦ 

ʩʪʠʣʷ ʚ ʠʩʧʦʣʥʝʥʠʠ ɸʤʘʥʜʳʢʘ ʂᴇʤʝʢʦʚʘ  

https://www.yandex.kz/video/preview/13992989198838081869 
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EXPLORING THE HISTORICAL DEVELOPMENT AND MUSICAL 

CHARACTERISTICS OF ZHONGZHOU GUQIN SCHOOL IN HENAN PROVINCE, 

CHINA  

The Chinese guqin boasts a rich and enduring history, with regional qin schools serving as 

vital components of its scholarly exploration. The term "Qin School" specifically refers to schools 

of Guqin music, each distinguished by unique style shaped by local influences, customs, teacher-

student relationships, and aesthetic preferences. The emergence of these schools has significantly 

advanced the development of Guqin art, enhancing the expressive depth of Guqin music. 

Conducting case studies on individual qin schools facilitates a deeper appreciation of the 

distinctiveness inherent in each genre of Guqin music, thereby contributing significantly to its 

creation, aesthetics, and cultural heritage. 

As one of the areas that has attracted much attention since ancient times, the Guqin culture 

in the ancient Central Plains has continued to develop since the pre-Qin Dynasty, leaving rich 

records in Guqin history documents. This study employs musicology literature research and 

interdisciplinary methodologies to explore the historical evolution of the Zhongzhou Guqin School 

during the Qianlong period of the Qing Dynasty. Delving into aspects such as the school's 

development process, repertoires, musical characteristics, aesthetics, and the community of Guqin 

players, including their origins and relationships with other schools, this research offers insights into 

the artistry, development, and lineage of the Zhongzhou Guqin School. 

Through an analysis of its repertoires, scholars, and musical forms, this study aims to deepen 

our understanding of this school's contribution to Guqin art and enrich the diversity of research on 

https://www.yandex.kz/video/preview/13511572208461649279
https://www.yandex.kz/video/preview/7171665373057965753
https://www.yandex.kz/video/preview/13992989198838081869
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regional Chinese guqin schools. Drawing upon previous research, this study endeavors to explore 

various dimensions of the Zhongzhou Guqin School, laying a scholarly foundation for further studies 

in the field of qin studies. 

Keywords: Guqin, Zhongzhou School, Chinese music, Historical development, Musical 

Characteristics 
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ISLAM AND THE MUSICAL CULTURE OF THE GREAT STEPPE  

The spread of Islam among the nomads of the Great Steppe in the territory of Kazakhstan had 

its own national characteristics. Shokan Valikhanov in the 19th century emphasized that the religion 

of the Kazakhs represented a syncretic phenomenon, in which ancient beliefs such as Zoroastrianism, 

totemism, animism, dualism, shamanism, and Tengriism were synthesized. These beliefs formed the 

worldview foundations of musical folklore: songs (zhar-zhar, bᴅdik, װki au), as well as instrumental 

and musical-poetic competitions (aitys, tartys), and served as the mythological basis for the content 

of ancient kuy legends (about sacred and lame animals, kuys of lament about drowned children and 

misfortunes during hunting (S. Raimbergenova)). 

According to SH.Valikhanov, Islam among the Kazakhs was merely a superficial layer that 

acknowledged the legitimacy of previous beliefs. Thus, in Sufism, shamanistic and Islamic elements 

intertwined. In southern Kazakhstan, in the 10th century, Islam became the religion of the Karakhanid 

state. In the south, the spreaders of Islam were the khojas. Typically, the khojas, who received 

religious education in madrasahs, explained the basics of Islam in poetic form, often through epic 

poetry. The first khoja who made Islam speak in the Turkic language was Khoja Ahmed Yassawi. 

Until the 20th century, religious narrators in southern Kazakhstan (akhun-zhyrau) performed 

narratives (qissa) of book poetry, based on the plots of the Quran and hadiths. In the northern and 

central regions of Kazakhstan, Islam was introduced in the second half of the 19th century by Tatar 

missionaries as part of Russia's expansionist policy. These missionaries played a key role not only 

in religious preaching but also in the spread of the musical instrument syrnai, which became an 

important cultural element. Among the first representatives who popularized this instrument were 

famous poets and performers such as Mayra, Shashubai, Zhayau Musa, Yestai, Taizhan, and Nartai. 

Keywords: Islam and the musical culture, Great Steppe, Khoja Ahmed Yassawi 
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ON MUSICAL MODES AND THEIR THERAPEUTIC EFFECTS  

It is a truism that human communities associate music with non-musical phenomena, such 

as feelings, times of the day, nonhuman beings, or astrality. Musical traditions built on modes (e.g., 

Eastern Mediterranean maqamat, North African tubuó, or Azeri mugham) feature these kinds of 

associations prominently in their histories and often in modern performance practices (Holton 2022; 

Naroditskaya 2003). How do musical modes do this work for individuals and collectives? And how 

can music scholars attend to these associations through ethnographic methods? According to the 

American Music Therapy Association, music therapists are professionals that attempt to account for 

musicôs curative powers on the body through clinical practice in hospitals, substance abuse centers, 

or special education programs in public schools. On the other hand, but not entirely distinct, scholars 

within the newer field of medical ethnomusicology also seek to apprehend the medical and 

psychological effects of music but with more culturally informed approaches (Koen, et al. 2008). 

Based on fieldwork experiences in Tunisia from 2018-2019, this paper seeks to contribute to these 

discussions by analyzing two scenes in which modal music activated curative and harmful effects 

successfully in some participants. In both cases, these effects were expected due to the mechanics 

of the musical mode and the historically conditioned associations with that mode. But, of interest, 

these effects were also unpredictable and incomplete across all of the participants. In short, the case 

studies demonstrate that both expectation and unpredictability are markers demonstrating how 

music can correspond to non-musical associations. This analysis explores these markers as a working 

model for music therapists who look for musical patterns and predictability, and ethnographers who 

find nonlinear distribution and potentials. 

Keywords: Musical modes, music therapy, ethnography, effectivity, North Africa, Tunisia 
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THE THERAPEUTIC AND PREVENTIVE FUNCTION OF FOLKLORE  

 

1. Among the many purposes of folklore as a treasury of cultural achievements of mankind, 

we highlight the therapeutic preventive aspect of this phenomenon. 

Cycles created by the people's household and calendar rituals, along with the songs 

mailto:jared.holton@uga.edu
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accompanying them, dancing and playing, are not only an expression of ideological positions and 

aesthetic thinking but also perform important practical roles ï serve to prevent and maintain the health 

of the ethnic group. By prioritizing tasks in a queue, we can achieve more efficient execution of the 

most important tasks facing the human population, such as conservation and procreation. 
 

2. Folklore genres that have formed over centuries can be grouped according to the ways they 

affect the human body, as follows: 

a) motor-motivational 

c) relaxing (anti-stress) 

c) harmonizing 

3. Folklore has both therapeutic and prophylactic aspects that can be observed in genres such 

as yalli, halai, hagyshta, swing songs, dhikrs, tales, and compilations of children's and mothers` 

folklore, in the intonation specifics (such as phonation levels, predominant phonemes, choice of 

mode, inclination), as well as in the features of motor actions characteristic of Azerbaijani folklore 

(jumping, trampling, squatting, movements on half fingers, clapping, etc.). 

4. The experience of mental rehabilitation of refugee children from Karabakh within the 

framework of the children's humanitarian organization "Buta" in the refugee camp (Sabirabad) in 

1995-1996 can serve as an example of the positive impact of folk therapy (study and performance 

of folklore genres). 

Keywords: folklore, folk therapy, yalli, halai, hagyshta, swing songs, dhikrs, tales 

 

ʂ ɺʆʇʈʆʉʋ ʆ ʃɽʏɽɹʅʆ-ʇʈʆʌʀʃɸʂʊʀʏɽʉʂʆʁ ʌʋʅʂʎʀʀ ʌʆʃʔʂʃʆʈɸ 

 

ɸʥʥʦʪʘʮʠʷ: ɺ ʩʪʘʪʴʝ ʨʘʩʢʨʳʚʘʶʪʩʷ ʥʝʠʟʚʝʩʪʥʳʝ ʜʦ ʩʠʭ ʧʦʨ ʣʝʯʝʙʥʦ-

ʧʨʦʬʠʣʘʢʪʠʯʝʩʢʠʝ (ʭʦʣʠʩʪʠʯʝʩʢʠʝ) ʩʚʦʡʩʪʚʘ ʬʦʣʴʢʣʦʨʘ. ʈʘʩʩʤʦʪʨʝʥʠʝ ʦʙʨʷʜʦʚ, ʧʝʩʝʥ ʠ 

ʪʘʥʮʝʚ ʧʦʜ ʫʛʣʦʤ ʟʨʝʥʠʷ ʠʭ ʵʥʝʨʛʝʪʠʯʝʩʢʦʛʦ ʚʦʟʜʝʡʩʪʚʠʷ ʥʘ ʯʘʢʨʦʚʫʶ ʩʠʩʪʝʤʫ ʯʝʣʦʚʝʢʘ 

ʦʙʥʘʨʫʞʠʣʦ ʵʬʬʝʢʪ ʫʢʨʝʧʣʝʥʠʷ ʟʜʦʨʦʚʴʷ ʧʨʠ ʧʦʤʦʱʠ ʫʯʘʩʪʠʷ ʚ ʠʩʧʦʣʥʝʥʠʠ ʪʨʘʜʠʮʠʦʥʥʳʭ 

ʤʫʟʳʢʘʣʴʥʦ-ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʠʭ ʞʘʥʨʦʚ. ʆʩʦʙʦ ʘʢʮʝʥʪʠʨʫʝʪʩʷ ʣʝʯʝʙʥʦ-ʧʨʦʬʠʣʘʢʪʠʯʝʩʢʘʷ 

ʨʦʣʴ ʧʝʩʝʥ, ʪʘʥʮʝʚ ʠ ʟʠʢʨʦʚ, ʠʩʧʦʣʥʷʝʤʳʭ ʞʝʥʱʠʥʘʤʠ ʠ ʤʘʪʝʨʷʤʠ. ʇʨʠʚʦʜʠʪʩʷ ʧʨʠʤʝʨ 

ʧʦʣʦʞʠʪʝʣʴʥʦʛʦ ʚʦʟʜʝʡʩʪʚʠʷ ʬʦʣʴʢʪʝʨʘʧʠʠ ʥʘ ʜʝʪʝʡ-ʙʝʞʝʥʮʝʚ, ʪʨʘʚʤʠʨʦʚʘʥʥʳʭ ʚʦʡʥʦʡ ʚ 

ʂʘʨʘʙʘʭʝ ʚ 1990 ʛʦʜʫ.  

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʬʦʣʴʢʣʦʨ, ʯʘʢʨʳ, ʚʠʙʨʘʮʠʠ, ʛʘʨʤʦʥʠʟʘʮʠʷ, ʟʠʢʨ, ʵʥʝʨʛʝʪʠʯʝʩʢʘʷ 

ʩʠʩʪʝʤʘ 

 

ʉʦʟʜʘʥʥʳʝ ʥʘʨʦʜʦʤ ʮʠʢʣʳ ʙʳʪʦʚʳʭ ʠ ʢʘʣʝʥʜʘʨʥʳʭ ʦʙʨʘʟʮʦʚ ʫʩʪʥʦʛʦ ʤʫʟʳʢʘʣʴʥʦʛʦ 

ʪʚʦʨʯʝʩʪʚʘ ʷʚʣʷʶʪʩʷ ʥʝ ʪʦʣʴʢʦ ʚʳʨʘʞʝʥʠʝʤ ʤʠʨʦʚʦʟʨʝʥʯʝʩʢʦʡ ʧʦʟʠʮʠʠ ʠ ʵʩʪʝʪʠʯʝʩʢʦʛʦ 

ʤʳʰʣʝʥʠʷ, ʥʦ ʠ ʚʳʧʦʣʥʷʶʪ ʚʘʞʥʫʶ ʧʨʘʢʪʠʯʝʩʢʫʶ ʨʦʣʴ ï ʩʣʫʞʘʪ ʧʨʦʬʠʣʘʢʪʠʢʝ ʠ 

ʧʦʜʜʝʨʞʘʥʠʶ ʟʜʦʨʦʚʴʷ ʵʪʥʦʩʘ. ɸ ʵʪʦ, ʚ ʩʚʦʶ ʦʯʝʨʝʜʴ, ʧʨʠʚʦʜʠʪ ʢ ʵʬʬʝʢʪʠʚʥʦʤʫ ʠʩʧʦʣʥʝʥʠʶ 

ʧʝʨʚʦʦʯʝʨʝʜʥʦʡ ʟʘʜʘʯʠ, ʩʪʦʷʱʝʡ ʧʝʨʝʜ ʯʝʣʦʚʝʯʝʩʢʦʡ ʧʦʧʫʣʷʮʠʝʡ ï ʩʦʭʨʘʥʝʥʠʶ ʠ 

ʧʨʦʜʦʣʞʝʥʠʶ ʨʦʜʘ. ʃʝʯʝʙʥʦ-ʧʨʦʬʠʣʘʢʪʠʯʝʩʢʠʡ (ʭʦʣʠʩʪʠʯʝʩʢʠʡ) ʘʩʧʝʢʪ ʬʦʣʴʢʣʦʨʥʳʭ 

ʧʨʘʢʪʠʢ ʦʙʥʘʨʫʞʠʚʘʝʪ ʩʝʙʷ ʢʘʢ ʥʘ ʫʨʦʚʥʝ ʞʘʥʨʦʚ (ʢʦʣʣʝʢʪʠʚʥʳʝ ʧʝʩʥʠ-ʧʣʷʩʢʠ ʷʣʣʳ, ʭʘʣʘʡ, 

ʭʘʛʳʰʢʘ, ʟʠʢʨʳ, ʧʨʠʯʝʪʳ, ʢʦʤʧʣʝʢʩ ʜʝʪʩʢʦʛʦ ʠ ʤʘʪʝʨʠʥʩʢʦʛʦ ʬʦʣʴʢʣʦʨʘ), ʪʘʢ ʠ ʚ ʩʧʝʮʠʬʠʢʝ 

ʠʥʪʦʥʠʨʦʚʘʥʠʷ (ʫʨʦʚʥʠ ʬʦʥʘʮʠʠ, ʧʨʝʦʙʣʘʜʘʶʱʠʝ ʬʦʥʝʤʳ, ʚʳʙʦʨ ʣʘʜʦʚʦʛʦ ʥʘʢʣʦʥʝʥʠʷ). 

ʍʦʣʠʩʪʠʯʝʩʢʠʡ ʵʬʬʝʢʪ ʦʙʝʩʧʝʯʠʚʘʝʪ ʭʘʨʘʢʪʝʨ ʜʚʠʞʝʥʠʡ ʪʘʥʮʫʶʱʝʛʦ ʚʦ ʚʩʝʭ ʵʪʠʭ ʞʘʥʨʘʭ: 

ʧʨʳʞʢʠ, ʪʦʧʦʪ ʥʦʛʘʤʠ, ʧʨʠʩʝʜʘʥʠʷ, ʜʚʠʞʝʥʠʝ ʥʘ ʧʦʣʫʧʘʣʴʮʘʭ, ʭʣʦʧʢʠ, ʜʚʠʞʝʥʠʷ ʢʠʩʪʝʡ, 

ʧʝʨʝʙʠʨʘʥʠʝ ʧʘʣʴʮʝʚ, ʚʨʘʱʝʥʠʝ ʚʦʢʨʫʛ ʩʝʙʷ, ʥʘʢʣʦʥʳ ʠ ʪ.ʧ. 

ɹʫʜʫʯʠ ʩʝʨʪʠʬʠʮʠʨʦʚʘʥʥʳʤ ʮʝʣʠʪʝʣʝʤ ï ʤʘʩʪʝʨʦʤ ʈʝʡʢʠ ʩ ʜʚʘʜʮʘʪʠʣʝʪʥʠʤ ʩʪʘʞʝʤ, ʷ 

ʧʦʜʦʰʣʘ ʢ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʤʫ ʬʦʣʴʢʣʦʨʫ ʩ ʪʦʯʢʠ ʟʨʝʥʠʷ ʫʯʝʥʠʷ ʦ ʯʘʢʨʘʭ ʠ ʦʩʦʙʝʥʥʦʩʪʝʡ 
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ʬʫʥʢʮʠʦʥʠʨʦʚʘʥʠʷ ʵʥʝʨʛʝʪʠʯʝʩʢʦʛʦ ʧʦʣʷ ʯʝʣʦʚʝʢʘ. 

ɺ ʵʪʦʤ ʩʚʝʪʝ, ʤʫʞʩʢʠʝ ʠ ʞʝʥʩʢʠʝ ʭʦʨʦʚʦʜʳ ʩ ʧʨʳʞʢʘʤʠ ʦʙʥʘʨʫʞʠʣʠ ʩʠʣʴʥʦʝ 

ʚʦʟʜɸʝʡʩʪʚʠʝ ʥʘ ʇʝʨʚʫʶ, ʢʦʨʥʝʚʫʶ ʯʘʢʨʫ ʯʝʣʦʚʝʢʘ, ʢʦʪʦʨʘʷ ʢʘʢ ʧʨʘʚʠʣʦ, ʬʦʨʤʠʨʫʝʪ ʩʚʷʟʴ ʩ 

ʵʥʝʨʛʠʝʡ ɿʝʤʣʠ. ɻʘʨʤʦʥʠʯʥʦʡ ʨʘʙʦʪʝ ʇʝʨʚʦʡ ʯʘʢʨʳ ʩʧʦʩʦʙʩʪʚʫʶʪ ʧʨʳʞʢʠ, ʪʦʧʦʪ ʥʦʛʘʤʠ, 

ʚʨʘʱʝʥʠʷ, ʧʨʠʩʝʜʘʥʠʷ, ʙʳʩʪʨʳʡ ʙʝʛ ʧʦ ʢʨʫʛʫ. ʍʦʨʦʚʦʜʳ ʩ ʜʚʠʞʝʥʠʝʤ ʩʪʝʥʢʘ ʥʘ ʩʪʝʥʢʫ ʩ 

ʦʜʥʦʚʨʝʤʝʥʥʳʤʠ ʭʣʦʧʢʘʤʠ ʚʳʟʳʚʘʶʪ ʩʠʣʴʥʳʝ ʙʠʦʵʥʝʨʛʝʪʠʯʝʩʢʠʝ ʚʦʣʥʳ ʤʝʞʜʫ ʛʨʫʧʧʘʤʠ 

ʪʘʥʮʫʶʱʠʭ. ɸ ʵʪʦ ʧʨʠʚʦʜʠʪ ʚ ʨʝʟʦʥʘʥʩ ʚʩʶ ʯʘʢʨʦʚʫʶ ʩʠʩʪʝʤʫ ʠ ʘʢʪʠʚʠʟʠʨʫʝʪ ʝʸ ʨʘʙʦʪʫ. 

ɼʦʙʘʚʠʤ ʢ ʵʪʦʤʫ, ʯʪʦ ʛʨʦʤʢʦʝ ʭʦʨʦʚʦʝ ʧʝʥʠʝ ʚʦ ʚʨʝʤʷ ʪʘʥʮʘ ʚʳʩʚʦʙʦʞʜʘʝʪ ʟʘʩʪʦʡ 

ʥʝʛʘʪʠʚʥʦʡ ʵʥʝʨʛʠʠ ʚ ʇʷʪʦʡ, ʛʦʨʣʦʚʦʡ ʯʘʢʨʝ.  

ʆʛʨʦʤʥʦʝ ʚʥʠʤʘʥʠʝ ʬʦʣʴʢʣʦʨ ʫʜʝʣʷʝʪ ʟʜʦʨʦʚʴʶ ʞʝʥʱʠʥʳ. 

ʉʨʝʜʠ ʦʙʳʯʘʝʚ ʠ ʦʙʨʷʜʦʚ, ʨʝʛʫʣʠʨʫʶʱʠʭ ʞʠʟʥʴ ʞʝʥʱʠʥʳ ʩ ʤʘʣʳʭ ʣʝʪ ʜʦ ʩʪʘʨʦʩʪʠ, 

ʭʦʣʠʩʪʠʯʝʩʢʠʡ ʵʬʬʝʢʪ ʧʨʦʷʚʣʷʝʪ ʩʝʙʷ ʚ ʜʝʚʠʯʴʠʭ ʭʦʨʦʚʦʜʘʭ ʩ ʧʝʥʠʝʤ, ʩʢʘʥʜʠʨʦʚʘʥʠʝʤ ʩʪʠʭʦʚ 

ʩ ʭʣʦʧʢʘʤʠ ʚ ʣʘʜʦʰʠ (ʭʘʛʳʰʪʘ); ʚ ʢʘʯʝʣʴʥʦʤ ʦʙʨʷʜʝ, ʛʜʝ ʢʘʯʘʥʠʝ ʥʘ ʢʘʯʝʣʷʭ ʘʢʪʠʚʠʟʠʨʫʝʪ 

ʩʝʢʩʫʘʣʴʥʦʩʪʴ (ʝʸ ʤʝʩʪʦ ʚʦ ɺʪʦʨʦʡ ʯʘʢʨʝ), ʚ ʧʣʘʩʪʠʯʥʳʭ ʞʝʥʩʢʠʭ ʪʘʥʮʘʭ ʩ ʚʨʘʱʝʥʠʝʤ ʢʠʩʪʝʡ 

ʠ ʢʦʨʧʫʩʘ, ʭʦʞʜʝʥʠʝʤ ʥʘ ʥʦʩʦʯʢʘʭ, ʚʨʘʱʝʥʠʝʤ ʚʦʢʨʫʛ ʩʚʦʝʡ ʦʩʠ. ʀ ʚʩʝ ʵʪʦ ʧʨʦʠʩʭʦʜʠʪ ʚ ʨʠʪʤʝ 

ʤʫʟʳʢʠ, ʦʩʦʙʝʥʥʳʤ ʦʙʨʘʟʦʤ ʩʦʟʜʘʶʱʝʡ ʵʥʝʨʛʝʪʠʯʝʩʢʠʡ ʚʠʭʨʴ ʚʦʢʨʫʛ ʪʘʥʮʫʶʱʠʭ.  

ɸʟʝʨʙʘʡʜʞʘʥʩʢʠʡ ʬʦʣʴʢʣʦʨ ʥʘʩʳʱʝʥ ʥʝ ʪʦʣʴʢʦ ʵʥʝʨʛʦʧʦʙʫʞʜʘʶʱʠʤʠ ʧʘʨʘʤʝʪʨʘʤʠ, 

ʥʦ ʠ ʘʩʧʝʢʪʘʤʠ, ʩʥʠʤʘʶʱʠʤʠ ʩʪʨʝʩʩ. ɿʜʝʩʴ, ʢʦʥʝʯʥʦ, ʥʫʞʥʦ ʛʦʚʦʨʠʪʴ ʦ ʧʨʠʯʝʪʥʦʤ ʬʦʣʴʢʣʦʨʝ, 

ʞʘʥʨʳ ʢʦʪʦʨʦʛʦ (ʘʛʳ, ʤʘʨʩʠʷ, ʩʠʥʝʟʷʥ, ʥʦʚʭʝ) ʩʣʦʚʥʦ ʩʧʝʮʠʘʣʴʥʦ ʧʨʝʜʥʘʟʥʘʯʝʥʳ ʜʣʷ 

ʨʘʟʙʣʦʢʠʨʦʚʘʥʠʷ ʏʝʪʚʝʨʪʦʡ, ʇʷʪʦʡ ʯʘʢʨ ʠ ʯʘʢʨʳ ʚʠʣʦʯʢʦʚʦʡ ʞʝʣʝʟʳ. ʇʝʥʠʝ, ʢʨʠʢʠ, 

ʧʦʩʪʫʢʠʚʘʥʠʝ ʩʝʙʷ ʧʦ ʛʨʫʜʠ, ʚ ʦʪʜʝʣʴʥʳʭ ʩʣʫʯʘʷʭ ʠ ʧʦʜʧʨʳʛʠʚʘʥʠʷ ʩʥʠʤʘʶʪ ʩʪʨʝʩʩ, ʘ 

ʧʦʩʪʫʢʠʚʘʥʠʷ ʚ ʨʘʡʦʥʝ ʚʠʣʦʯʢʦʚʦʡ ʞʝʣʝʟʳ ʘʢʪʠʚʠʟʠʨʫʝʪ ʠʤʫʥʥʫʶ ʩʠʩʪʝʤʫ, ʯʪʦ ʧʦʟʚʦʣʷʝʪ 

ʧʝʨʝʞʠʪʴ ʛʦʨʝʩʪʥʳʝ ʯʫʚʩʪʚʘ ʙʝʟ ʦʪʨʠʮʘʪʝʣʴʥʦʛʦ ʚʦʟʜʝʡʩʪʚʠʷ ʥʘ ʟʜʦʨʦʚʴʝ.  

ʃʝʯʝʙʥʦ-ʧʨʦʬʠʣʘʢʪʠʯʝʩʢʠʤ ʵʬʬʝʢʪʦʤ ʦʙʣʘʜʘʶʪ ʚʩʝʚʦʟʤʦʞʥʳʝ ʞʝʥʩʢʠʝ ʟʠʢʨʳ, 

ʙʳʪʫʶʱʠʝ ʚ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʤ ʬʦʣʴʢʣʦʨʝ. ʕʪʦ ʩʚʷʟʘʥʦ ʩ ʠʭ ʚʦʟʜʝʡʩʪʚʠʝʤ ʥʘ ɺʪʦʨʫʶ ʯʘʢʨʫ ʠ 

ʩʚʦʝʦʙʨʘʟʥʳʤ ʧʩʠʭʦʜʝʣʠʯʝʩʢʠʤ ʵʬʬʝʢʪʦʤ, ʠʜʫʱʠʤ ʦʪ ʤʥʦʛʦʢʨʘʪʥʦʛʦ ʧʦʚʪʦʨʝʥʠʷ ʢʦʨʦʪʢʠʭ 

ʬʨʘʟ ʠ ʦʜʥʦʪʠʧʥʳʭ ʜʚʠʞʝʥʠʡ. ʕʬʬʝʢʪ ʨʘʟʙʣʦʢʠʨʦʚʘʥʠʷ ʇʝʨʚʦʡ ʠ ɺʪʦʨʦʡ ʯʘʢʨ ʩʦʟʜʘʝʪʩʷ ʚ 

ʟʠʢʨʘʭ, ʛʜʝ ʞʝʥʱʠʥʳ ʩʠʜʷʪ ʥʘ ʧʦʣʫ ʠ ʧʦʜʧʨʳʛʠʚʘʶʪ ʩʠʜʷ, ʘ ʪʘʢʞʝ ʚ ʟʠʢʨʘʭ, ʛʜʝ ʞʝʥʱʠʥʳ 

ʩʘʜʷʪʩʷ ʥʘ ʢʦʨʪʦʯʢʠ ʠ ʨʘʩʧʨʷʤʣʷʶʪʩʷ ʩ ʢʨʠʢʦʤ çʍʝʡʜʘʨ ʭʫʫè. 

ʇʨʠʚʝʜʫ ʪʘʢʞʝ ʧʨʠʤʝʨ ʨʦʜʠʣʴʥʦʛʦ ʟʠʢʨʘ, ʩ ʢʦʪʦʨʳʤ ʷ ʩʪʘʣʢʥʫʣʘʩʴ ʚ ɻʘʭʩʢʦʤ ʨʘʡʦʥʝ 

ɸʟʝʨʙʘʡʜʞʘʥʘ. ɽʛʦ ʠʩʧʦʣʥʝʥʠʝ ʧʦʤʦʛʘʣʦ ʨʦʞʝʥʠʮʝ, ʩʪʦʷʚʰʝʡ ʚ ʮʝʥʪʨʝ ʢʨʫʛʘ ʠʟ ʜʚʠʞʫʱʠʭʩʷ 

ʚʦʢʨʫʛ ʥʝʸ ʠ ʧʦʶʱʠʭ ʞʝʥʱʠʥ, ʙʳʩʪʨʝʝ ʠʟʙʘʚʠʪʴʩʷ ʦʪ ʙʨʝʤʝʥʠ. ʇʩʠʭʦʵʥʝʨʛʝʪʠʯʝʩʢʠʡ ʵʬʬʝʢʪ 

ʩʦʩʪʦʷʣ ʚ ʚʦʟʜʝʡʩʪʚʠʠ ʩʠʣʴʥʦʛʦ ʵʥʝʨʛʝʪʠʯʝʩʢʦʛʦ ʧʦʣʷ, ʩʦʟʜʘʚʘʝʤʦʛʦ ʚʦʢʨʫʛ ʥʝʸ ʜʚʠʞʫʱʝʡʩʷ 

ʧʦ ʢʨʫʛʫ ʟʚʫʢʦʚʦʡ ʚʦʣʥʦʡ. 

ʆʧʠʨʘʷʩʴ ʥʘ ʠʩʩʣʝʜʦʚʘʥʠʝ ʤʘʛʠʩʪʨʘ ʘʪʤʦʩʬʝʨʥʦʡ ʬʠʟʠʢʠ, ʠʟʚʝʩʪʥʦʛʦ ʫʯʝʥʦʛʦ, 

ʨʘʙʦʪʘʚʰʝʛʦ ʚ ʅɸʉɸ, ʙʠʦʵʥʝʨʛʝʪʘ ʠ ʧʨʘʢʪʠʢʫʶʱʝʛʦ ʮʝʣʠʪʝʣʷ ɹʘʨʙʘʨʳ ʕʥʥ ɹʨʝʥʥʘʥ [1], ʘ 

ʪʘʢʞʝ ʥʘ ʩʚʦʠ ʤʥʦʛʦʣʝʪʥʠʝ ʠʩʩʣʝʜʦʚʘʥʠʷ ʤʘʪʝʨʠʥʩʢʦʛʦ ʬʦʣʴʢʣʦʨʘ ʚ ɸʟʝʨʙʘʡʜʞʘʥʝ [2], ʷ 

ʫʪʚʝʨʞʜʘʶ, ʯʪʦ ʙʫʜʫʱʝʝ ʟʜʦʨʦʚʦʛʦ ʯʝʣʦʚʝʢʘ ʮʝʣʠʢʦʤ ʟʘʚʠʩʠʪ ʦʪ ʝʛʦ ʢʦʥʪʘʢʪʘ ʩ ʤʘʪʝʨʴʶ ʚ 

ʨʘʥʥʝʤ ʚʦʟʨʘʩʪʝ ʠ ʩʦʙʣʶʜʝʥʠʷ ʧʨʝʜʫʢʘʟʘʥʠʡ, ʢʦʪʦʨʳʝ ʚʝʢʘʤʠ ʥʘʢʘʧʣʠʚʘʣʠʩʴ ʚ ʬʦʣʴʢʣʦʨʝ. 

ʉʣʝʜʫʝʪ ʦʪʤʝʪʠʪʴ, ʯʪʦ ʤʥʦʛʠʝ ʧʦʣʝʟʥʳʝ ʜʝʡʩʪʚʠʷ ʚʳʧʦʣʥʷʶʪʩʷ ʤʘʪʝʨʴʤʠ ʠʥʪʫʠʪʠʚʥʦ (ʚ ʵʪʦʤ 

ʚʠʞʫ ʟʘʢʨʝʧʣʝʥʠʝ ʚ ʩʦʟʥʘʥʠʠ ʵʪʥʦʩʘ ʤʥʦʛʦʚʝʢʦʚʦʛʦ ʤʝʥʪʘʣʴʥʦʛʦ ʦʧʳʪʘ ʧʨʝʜʢʦʚ). 

ʆʩʦʙʦʝ ʤʝʩʪʦ ʚ ʬʦʣʴʢʣʦʨʝ ʟʘʥʠʤʘʝʪ ʟʘʙʦʪʘ ʦʙ ʦʭʨʘʥʝ ʟʜʦʨʦʚʴʷ ʤʘʪʝʨʠ ʠ ʨʝʙʝʥʢʘ, ʠ 

ʟʜʝʩʴ ʵʥʝʨʛʝʪʠʯʝʩʢʠ ʦʯʝʥʴ ʚʘʞʥʳ ʢʘʢ ʧʝʥʠʝ ʢʦʣʳʙʝʣʴʥʳʭ, ʪʘʢ ʠ ʪʠʧ ʦʙʱʝʥʠʷ ʩ ʤʘʣʝʥʴʢʠʤʠ 

ʜʝʪʴʤʠ. 

ʂʘʢ ʫʪʚʝʨʞʜʘʝʪ ʮʝʣʠʪʝʣʴ ɹʘʨʙʘʨʘ ʕʥʥ ɹʨʝʥʥʘʥ, ʫ ʥʦʚʦʨʦʞʜʝʥʥʦʛʦ ʨʝʙʝʥʢʘ ʥʝ 

ʩʬʦʨʤʠʨʦʚʘʥʘ ʯʘʢʨʦʚʘʷ ʩʠʩʪʝʤʘ: ʦʥ ʠʤʝʝʪ ʥʝʧʨʦʧʦʨʮʠʦʥʘʣʴʥʦ ʙʦʣʴʰʫʶ ʉʝʜʴʤʫʶ ʯʘʢʨʫ, 

ʦʪʢʨʳʪʫʶ ʇʝʨʚʫʶ ʯʘʢʨʫ, ʘ ʦʩʪʘʣʴʥʳʝ ʥʘʭʦʜʷʪʩʷ ʚ ʟʘʨʦʜʳʰʝʚʦʤ ʩʦʩʪʦʷʥʠʠ. ʀʤʝʥʥʦ ʦʙʱʝʥʠʝ 

ʩ ʤʘʪʝʨʴʶ ʥʘ ʬʠʟʠʯʝʩʢʦʤ ʠ ʤʝʥʪʘʣʴʥʦʤ ʫʨʦʚʥʝ ʩʦʟʜʘʝʪ ʥʝʦʙʭʦʜʠʤʳʝ ʫʩʣʦʚʠʷ ʜʣʷ 

ʛʘʨʤʦʥʠʟʘʮʠʠ ʚʩʝʭ ʝʛʦ ʯʘʢʨ. ʊʘʢ, ʥʘʧʨʠʤʝʨ, ʢʦʨʤʣʝʥʠʝ ʛʨʫʜʴʶ ʥʝʩʝʪ ʥʝ ʪʦʣʴʢʦ ʚʠʪʘʣʴʥʫʶ 

(ʠʩʪʦʯʥʠʢ ʧʠʪʘʥʠʷ), ʥʦ ʠ ʚʘʞʥʫʶ ʵʥʝʨʛʝʪʠʯʝʩʢʫʶ ʬʫʥʢʮʠʶ, ʧʦʩʢʦʣʴʢʫ ʦʢʦʣʦ ʩʦʩʢʦʚ 
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ʞʝʥʱʠʥʳ ʠʤʝʶʪʩʷ ʜʚʝ ʯʘʢʨʳ, ʢʦʪʦʨʳʝ ʵʥʝʨʛʝʪʠʯʝʩʢʠ ʧʦʜʧʠʪʳʚʘʶʪ ʵʬʠʨʥʦʝ ʧʦʣʝ ʨʝʙʝʥʢʘ, ʧʦ 

ʤʥʝʥʠʶ ɹ.ɹʨʝʥʥʘʥ. 

ʅʘʤʠ ʧʨʦʚʝʜʝʥʳ ʵʢʩʧʝʨʠʤʝʥʪʳ, ʚʦ ʚʨʝʤʷ ʢʦʪʦʨʳʭ ʷʩʥʦʚʠʜʷʱʘʷ ʥʘʙʣʶʜʘʣʘ 

ʚʦʟʥʠʢʥʦʚʝʥʠʝ ʟʝʣʝʥʦʛʦ ʩʚʝʯʝʥʠʷ ʩ ʟʦʣʦʪʦʡ ʢʘʡʤʦʡ ʫ ʨʝʙʝʥʢʘ ʠ ʤʘʪʝʨʠ ʚʦ ʚʨʝʤʷ ʧʝʥʠʷ 

ʢʦʣʳʙʝʣʴʥʳʭ ʧʝʩʝʥ. ʂʘʢ ʠʟʚʝʩʪʥʦ, ʟʝʣʝʥʳʡ ʮʚʝʪ ʧʨʠʩʫʱ ʏʝʪʚʝʨʪʦʡ, ʩʝʨʜʝʯʥʦʡ ʯʘʢʨʝ, ʢʦʪʦʨʘʷ 

ʨʘʩʢʨʳʚʘʝʪʩʷ ʧʨʠ ʤʫʟʳʢʘʣʴʥʦʤ ʚʟʘʠʤʦʜʝʡʩʪʚʠʠ ʤʘʪʝʨʠ ʠ ʤʣʘʜʝʥʮʘ.  

ɹʦʣʝʝ ʛʣʫʙʦʢʦʝ ʠʩʩʣʝʜʦʚʘʥʠʝ ʢʦʥʪʘʢʪʘ ʧʦʶʱʝʡ ʤʘʪʝʨʠ ʩ ʤʣʘʜʝʥʮʝʤ ʧʦʢʘʟʘʣʦ, ʯʪʦ ʚʦ 

ʚʨʝʤʷ ʧʝʥʠʷ ʢʦʣʳʙʝʣʴʥʦʡ ʧʝʩʥʠ ʞʝʥʱʠʥʘ ʧʦʛʨʫʞʘʝʪʩʷ ʚ ʤʝʜʠʪʘʪʠʚʥʦʝ ʩʦʩʪʦʷʥʠʝ, ʢʦʪʦʨʦʝ 

ʚʣʠʷʝʪ ʥʘ ʜʠʘʧʘʟʦʥ ʠʟʣʫʯʝʥʠʷ ʝʝ ʤʦʟʛʦʚʳʭ ʚʦʣʥ. ʀʭ ʫʯʝʥʳʝ ʦʙʦʟʥʘʯʘʶʪ ʢʘʢ ʪʝʪʘ-ʚʦʣʥʳ, 

ʢʦʪʦʨʳʝ ʭʘʨʘʢʪʝʨʥʳ ʜʣʷ ʧʨʦʤʝʞʫʪʦʯʥʦʛʦ ʩʦʩʪʦʷʥʠʷ ʤʦʟʛʘ ʤʝʞʜʫ ʩʥʦʤ ʠ ʙʦʜʨʩʪʚʦʚʘʥʠʝʤ. ɺ 

ʪʘʢʠʭ ʞʝ ʬʨʝʢʘʥʩʘʭ ʥʘʭʦʜʠʪʩʷ ʠ ʤʦʟʛ ʤʣʘʜʝʥʮʘ. ʊʘʢʠʤ ʦʙʨʘʟʦʤ ʚʦ ʚʨʝʤʷ ʧʝʥʠʷ ʢʦʣʳʙʝʣʴʥʳʭ 

ʤʘʪʴ ʩʠʥʭʨʦʥʠʟʠʨʫʝʪ ʚʠʙʨʘʮʠʠ ʩʚʦʝʛʦ ʤʦʟʛʘ ʩ ʨʠʪʤʦʤ ʢʦʣʝʙʘʥʠʡ ʝʛʦ ʤʦʟʛʦʚʳʭ ʚʦʣʥ. ʕʪʦ 

ʤʦʞʥʦ ʥʘʟʚʘʪʴ ʚʥʝʚʝʨʙʘʣʴʥʳʤ ʦʙʱʝʥʠʝʤ ʤʘʪʝʨʠ ʠ ʨʝʙʝʥʢʘ ʥʘ ʤʝʥʪʘʣʴʥʦʤ ʫʨʦʚʥʝ. ʅʦ ʧʨʠ 

ʵʪʦʤ ʥʘʧʦʤʥʠʤ ʫʪʚʝʨʞʜʝʥʠʝ ʫʯʝʥʳʭ, ʯʪʦ ʪʠʧ ʤʦʟʛʦʚʦʡ ʘʢʪʠʚʥʦʩʪʠ ʚ ʩʦʩʪʦʷʥʠʠ ʪʝʪʘ ʷʚʣʷʝʪʩʷ 

ʥʘʠʙʦʣʝʝ ʪʚʦʨʯʝʩʢʠ ʧʨʦʜʫʢʪʠʚʥʳʤ [3].  

ʈʘʩʢʨʳʪʠʝ ʏʝʪʚʝʨʪʦʡ ʯʘʢʨʳ ʫ ʨʝʙʝʥʢʘ, ʧʦʙʫʞʜʘʝʤʦʝ ʧʝʥʠʝʤ ʢʦʣʳʙʝʣʴʥʳʭ ʧʝʩʝʥ, 

ʷʚʣʷʝʪʩʷ ʦʩʥʦʚʦʡ ʜʣʷ ʧʦʣʥʦʮʝʥʥʦʛʦ ʬʫʥʢʮʠʦʥʠʨʦʚʘʥʠʷ ʵʥʝʨʛʝʪʠʯʝʩʢʦʡ ʩʠʩʪʝʤʳ ʯʝʣʦʚʝʢʘ, 

ʧʦʩʢʦʣʴʢʫ ʠʤʝʥʥʦ ʩʝʨʜʝʯʥʘʷ ʯʘʢʨʘ ʦʙʲʝʜʠʥʷʝʪ ʪʨʠ ʥʠʞʥʠʝ ʠ ʪʨʠ ʚʝʨʭʥʠʝ ʯʘʢʨʳ. ʅʦ 

ʧʦʜʯʝʨʢʥʝʤ ʠ ʪʘʢʦʡ ʚʘʞʥʳʡ ʤʦʤʝʥʪ: ʧʨʦʙʫʞʜʝʥʠʝ ʵʤʦʮʠʦʥʘʣʴʥʦʛʦ ʮʝʥʪʨʘ, ʨʘʩʧʦʣʦʞʝʥʥʦʛʦ 

ʚ ʏʝʪʚʝʨʪʦʡ ʯʘʢʨʝ, ʧʨʦʠʩʭʦʜʠʪ ʧʫʪʝʤ ʤʫʟʳʢʘʣʴʥʦʡ ʪʨʘʥʩʣʷʮʠʠ ʵʥʝʨʛʠʠ ʣʶʙʚʠ. ʕʪʦ ʥʝ 

ʨʦʤʘʥʪʠʯʝʩʢʘʷ ʤʝʪʘʬʦʨʘ, ʘ ʨʝʘʣʴʥʦ ʩʫʱʝʩʪʚʫʶʱʠʡ ʬʠʟʠʯʝʩʢʠʡ ʧʘʨʘʤʝʪʨ, ʦ ʢʦʪʦʨʦʤ ʛʦʚʦʨʠʣ 

ʝʱʝ ɸ.ʕʡʥʰʪʝʡʥ. ɺʳʩʪʨʘʠʚʘʝʪʩʷ ʪʘʢʘʷ ʢʘʨʪʠʥʘ: ʧʝʥʠʝ ʢʦʣʳʙʝʣʴʥʦʡ (ʤʫʟʳʢʘ) ʜʘʝʪ ʪʦʣʯʦʢ ʢ 

ʧʨʦʙʫʞʜʝʥʠʶ ʜʫʭʦʚʥʦʛʦ ʮʝʥʪʨʘ ʫ ʨʝʙʝʥʢʘ (ʝʛʦ ʏʝʪʚʝʨʪʘʷ ʯʘʢʨʘ), ʘ ʵʪʦ ʚ ʩʚʦʶ ʦʯʝʨʝʜʴ 

ʧʨʠʚʦʜʠʪ ʚ ʜʝʡʩʪʚʠʝ ʚʩʶ ʵʥʝʨʛʝʪʠʯʝʩʢʫʶ ʩʠʩʪʝʤʫ ʤʘʣʝʥʴʢʦʛʦ ʯʝʣʦʚʝʢʘ, ʢʦʪʦʨʳʡ ʧʨʠ ʵʪʦʤ 

ʜʫʭʦʚʥʦ ʚʦʟʨʦʞʜʘʝʪʩʷ. 

ʅʘʜʝʶʩʴ, ʯʪʦ ʚʳʩʢʘʟʘʥʥʘʷ ʛʠʧʦʪʝʟʘ ʩʪʘʥʝʪ ʪʦʣʯʢʦʤ ʢ ʠʟʫʯʝʥʠʶ ʤʘʪʝʨʠʠ ʤʫʟʳʢʠ ʢʘʢ 

ʥʦʩʠʪʝʣʷ ʚʠʙʨʘʮʠʡ ʣʶʙʚʠ ï ʪʦʡ ʢʦʤʧʦʥʝʥʪʳ ʚʩʝʦʙʱʝʛʦ ʵʥʝʨʛʝʪʠʯʝʩʢʦʛʦ ʧʦʣʷ, ʙʝʟ ʢʦʪʦʨʦʡ ʥʝ 

ʩʫʱʝʩʪʚʦʚʘʣʦ ʙʳ ʩʘʤʦʡ ʞʠʟʥʠ. 
ɺ 1995-1996 ʛʦʜʘʭ, ʨʘʙʦʪʘʷ ʚ ʩʦʩʪʘʚʝ ɻʫʤʘʥʠʪʘʨʥʦʛʦ ʬʦʥʜʘ ɹʫʪʘ ʚ ʣʘʛʝʨʝ ʙʝʞʝʥʮʝʚ ʠʟ 

ʂʘʨʘʙʘʭʘ ʷ ʙʳʣʘ ʩʚʠʜʝʪʝʣʝʤ ʵʬʬʝʢʪʘ ʧʦʣʦʞʠʪʝʣʴʥʦʛʦ ʚʦʟʜʝʡʩʪʚʠʷ ʬʦʣʴʢʪʝʨʘʧʠʠ ʥʘ 

ʪʨʘʚʤʠʨʦʚʘʥʥʳʭ ʚʦʡʥʦʡ ʜʝʪʝʡ. ʋʙʝʞʘʚʰʠʝ ʧʦʜ ʥʘʪʠʩʢʦʤ ʟʘʭʚʘʪʯʠʢʦʚ ʠʟ ʩʦʩʝʜʥʝʡ ʨʝʩʧʫʙʣʠʢʠ 

ɸʨʤʝʥʠʠ ʞʠʪʝʣʠ ɼʞʝʙʨʘʠʣʘ, ɿʘʥʛʠʣʘʥʘ ʠ ʃʘʯʳʥʘ ʙʳʣʠ ʨʘʟʤʝʱʝʥʳ ʚ ʧʘʣʘʪʦʯʥʦʤ ʛʦʨʦʜʢʝ ʙʣʠʟ 

ʛʦʨʦʜʘ ʉʘʙʠʨʘʙʘʜʘ. ʄʳ ʨʘʙʦʪʘʣʠ ʧʨʠ ʧʦʜʜʝʨʞʢʝ NRʉ ï ʥʦʨʚʝʞʩʢʦʛʦ ʢʦʤʠʪʝʪʘ ʧʦ ʙʝʞʝʥʮʘʤ. 

ʇʩʠʭʦʣʦʛʠ ʠ ʧʩʠʭʠʘʪʨʳ ʚ ʥʘʯʘʣʝ ʧʨʦʛʨʘʤʤʳ ʪʝʩʪʠʨʦʚʘʣʠ ʧʦ ʩʠʩʪʝʤʝ ʄ.ʃʶʰʝʨʘ ʢʦʥʪʨʦʣʴʥʫʶ 

ʛʨʫʧʧʫ ʜʝʪʝʡ, ʜʦʙʨʦʚʦʣʴʥʦ ʩʦʛʣʘʩʠʚʰʠʭʩʷ ʩʦʪʨʫʜʥʠʯʘʪʴ ʩ ʥʘʤʠ. ʕʪʦ ʙʳʣʠ ʜʝʪʠ 8-12 ʣʝʪʥʝʛʦ 

ʚʦʟʨʘʩʪʘ, ʚʠʜʝʚʰʠʝ ʩʤʝʨʪʴ, ʧʝʨʝʞʠʚʰʠʝ ʩʪʨʘʭ ʠ ʣʠʰʝʥʠʷ, ʜʝʧʨʝʩʩʠʚʥʳʝ ʠʣʠ ʥʘʦʙʦʨʦʪ 

ʘʛʨʝʩʩʠʚʥʳʝ. 

ʀʭ ʧʩʠʭʦʨʝʘʙʠʣʠʪʘʮʠʷ ʧʨʦʚʦʜʠʣʘʩʴ ʥʘʤʠ (ʤʫʟʳʢʦʚʝʜʦʤ, ʭʦʨʝʦʛʨʘʬʦʤ ʠ ʭʫʜʦʞʥʠʢʘʤʠ) 

ʧʨʠ ʧʦʤʦʱʠ ʠʟʫʯʝʥʠʷ ʠ ʠʩʧʦʣʥʝʥʠʷ ʬʦʣʴʢʣʦʨʥʳʭ ʦʙʨʘʟʮʦʚ, ʚʳʩʪʨʦʝʥʥʳʭ ʤʥʦʶ ʚ 

ʢʘʣʝʥʜʘʨʥʦʤ ʧʦʨʷʜʢʝ. ɹʦʣʝʝ ʪʦʛʦ, ʜʝʪʠ ʚʤʝʩʪʝ ʩʦ ʤʥʦʡ ʙʳʣʠ ʫʯʘʩʪʥʠʢʘʤʠ ʨʘʙʦʪʳ ʩ 

ʠʥʬʦʨʤʘʪʦʨʘʤʠ ï ʠʭ ʤʘʤʘʤʠ, ʙʘʙʫʰʢʘʤʠ ʠ ʜʨʫʛʠʤʠ ʨʦʜʩʪʚʝʥʥʠʢʘʤʠ. ɺ ʧʘʣʘʪʢʘʭ, ʛʜʝ ʦʥʠ 

ʞʠʣʠ, ʷ ʟʘʧʠʩʳʚʘʣʘ ʥʘ ʤʘʛʥʠʪʦʬʦʥ, ʘ ʜʝʪʠ ʚ ʩʚʦʠ ʪʝʪʨʘʜʢʠ ʧʝʩʥʠ ʠ ʦʙʨʷʜʳ ʪʝʭ ʤʝʩʪ, ʦʪʢʫʜʘ 

ʦʥʠ ʧʨʠʰʣʠ. ɼʘʣʝʝ ʤʳ ʩ ʭʦʨʝʦʛʨʘʬʦʤ ʨʘʟʫʯʠʚʘʣʠ ʩ ʜʝʪʴʤʠ ʵʪʠ ʦʙʨʘʟʮʳ. ʇʦʪʦʤ ʜʝʪʠ 

ʠʩʧʦʣʥʷʣʠ ʧʝʩʥʠ ʠ ʪʘʥʮʳ ʩʚʦʝʡ ʤʘʣʦʡ ʈʦʜʠʥʳ ʚʦ ʚʨʝʤʷ ʧʨʦʚʝʜʝʥʠʷ ʢʘʣʝʥʜʘʨʥʳʭ ʧʨʘʟʜʥʠʢʦʚ. 

ɺ ʢʦʥʮʝ ʧʨʦʛʨʘʤʤʳ ʥʘʰʠ ʧʩʠʭʦʣʦʛʠ ʠ ʧʩʠʭʠʘʪʨʳ, ʘ ʪʘʢʞʝ ʥʦʨʚʝʞʩʢʠʝ ʵʢʩʧʝʨʪʳ 

ʬʠʢʩʠʨʦʚʘʣʠ ʨʝʟʫʣʴʪʘʪʳ ʧʨʦʚʝʜʝʥʥʦʡ ʨʘʙʦʪʳ ʧʦ ʪʦʡ ʞʝ ʩʠʩʪʝʤʝ ʪʝʩʪʦʚ. ʀʭ ʚʳʚʦʜ ʙʳʣ 

ʦʜʥʦʟʥʘʯʝʥ ï ʧʩʠʭʦʣʦʛʠʯʝʩʢʘʷ ʨʝʘʙʠʣʠʪʘʮʠʷ ʧʨʦʰʣʘ ʙʣʝʩʪʷʱʝ! 

ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʥʝʩʤʦʪʨʷ ʥʘ ʥʝʪʨʘʜʠʮʠʦʥʥʳʡ ʩʧʦʩʦʙ ʚʭʦʞʜʝʥʠʷ ʜʝʪʝʡ ʚ ʬʦʣʴʢʣʦʨʥʳʡ 

ʢʦʥʪʝʥʪ, ʝʛʦ ʭʦʣʠʩʪʠʯʝʩʢʠʡ ʧʦʪʝʥʮʠʘʣ ʨʘʩʢʨʳʣʩʷ ʚ ʧʦʣʥʦʡ ʤʝʨʝ, ʩʳʛʨʘʣ ʧʦʣʦʞʠʪʝʣʴʥʫʶ ʨʦʣʴ 

ʚ ʚʦʟʚʨʘʱʝʥʠʠ ʧʦʩʪʨʘʜʘʚʰʠʭ ʜʝʪʝʡ ʢ ʥʦʨʤʘʣʴʥʦʡ ʞʠʟʥʠ.          
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Every disease has its own methods of treatment, music therapy also has its own separate 

therapy for each disease (for example: blood pressure, cancer, cardiovascular diseases, etc.). I wrote 

a book about music therapy to help people, based on a large number of scientific sources, the 

conclusions I came to, and the experience I have accumulated. In this presentation, I would like to 

talk about music therapy, biological and psychological features of sound. Based on purely scientific 

research, knowing that the biological and psychological aspects of sound are inseparable and 

complementary elements, I would like to analyze these two aspects separately. Many scientists and 

musicians have conducted many interesting studies that are related to the effect of music on pulse and 

blood circulation. 

According to psychologist Haller, with several drum beats, blood begins to flow more strongly 

through an open vein. J. Dosel announced his new scientific work on the great influence of music on 

blood circulation. Experiments were conducted on humans and animals using sound tones on string 

and wind instruments, and tests of the cardiovascular system and blood pressure were conducted 

simultaneously. As a result, people gradually experience an increase in heart rate, an increase in blood 

pressure, and in animals this is manifested twice as strongly. 

The French physiologist Fere de la Salp°tri¯pe conducted an experiment in industrial 

conditions and came to the conclusion that rhythmic bars, joyful pieces in a major key increase 

activity, and sad pieces in a minor key weaken activity. Every day, the sounds surrounding a person 

become more and more familiar, and their closeness (kinship) and attraction to music are rapidly 

developing. Music therapy evokes positive emotions in defense of the mechanism of abilities. It is 

due to these features that music therapy is an ideal method of treatment and is developing. 

Keywords: music therapy, positive emotions 

 

MUSĶQĶ TERAPĶYASINDA SᴄSĶN BĶOLOJĶ Vᴄ PSĶXOLOJĶ TᴄRᴄFLᴄRĶ 

 

1. Giriĸ 

Musiqi bᴅĸᴅriyyᴅtin ilkin  ­aĵlarēndan bu yana yalnēz estetik vᴅ mᴅdᴅni bir ifadᴅ formasē deyil, 

eyni zamanda ĸᴅfa verici bir vasitᴅ kimi dᴅ istifadᴅ olunmuĸdur. Qᴅdim Misir, ¢in vᴅ Yunan 
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mᴅdᴅniyyᴅtlᴅrindᴅ musiqi m¿xtᴅlif  fiziki  vᴅ ruhi xᴅstᴅliklᴅrin m¿alicᴅsindᴅ ᴅsas alᴅtlᴅrdᴅn biri hesab 

edilirdi. Hᴅtta Hippokratēn dºvr¿ndᴅ belᴅ musiqi tibb elminin ayrēlmaz hissᴅsi kimi qᴅbul olunurdu. 

M¿asir dºvrdᴅ isᴅ bu ᴅnᴅnᴅ elmi metodlarla zᴅnginlᴅĸdirilmiĸ vñ ᴅmusiqi terapiyasēò adēnē almēĸdēr. 

Musiqi terapiyasē ï fᴅrdin bioloji, psixoloji, sosial vᴅ emosional ehtiyaclarēnē ºdᴅmᴅk ¿­¿n 

mᴅqsᴅdyºnl¿ ĸᴅkildᴅ musiqidᴅn istifadᴅ edilmᴅsinᴅ ᴅsaslanan klinik  vᴅ elmi bir sahᴅdir. Bu terapiya 

nºv¿ peĸᴅkar musiqi terapevtlᴅri tᴅrᴅfindᴅn fᴅrdi vᴅ ya qrup ĸᴅklindᴅ tᴅtbiq edilir vᴅ ᴅksᴅr hallarda 

digᴅr tibbi vᴅ psixoloji m¿daxilᴅlᴅrlᴅ yanaĸē aparēlēr. 

Bu m¿alicᴅ ¿sulunun effektivliyinin arxasēnda insan bᴅdᴅnindᴅ vᴅ beynindᴅ baĸ verᴅn 

m¿rᴅkkᴅb biologiya vᴅ psixologiya proseslᴅri dayanēr. Musiqi beyindᴅki neyrotransmitterlᴅrin 

sᴅviyyᴅsinᴅ tᴅsir edir, hormon balansēnē tᴅnzimlᴅyir, ¿rᴅk ritmini vᴅ tᴅnᴅff¿s tezliyini dᴅyiĸdirir. Eyni 

zamanda emosiyalarēn ifadᴅsini asanlaĸdērēr, travmatik yaĸantēlarēn emalēnda rol oynayēr vᴅ 

ºz¿n¿dᴅrk prosesini g¿clᴅndirir. 

Bu mᴅqalᴅdᴅ musiqi terapiyasēnēn hᴅm bioloji, hᴅm dᴅ psixoloji tᴅsir mexanizmlᴅri geniĸ 

ĸᴅkildᴅ tᴅhlil  edilᴅcᴅk, elmi araĸdērmalara vᴅ klinik  n¿munᴅlᴅrᴅ ᴅsaslanaraq izah olunacaq. Mᴅqsᴅd 

musiqi terapiyasēnēn insan orqanizminᴅ tᴅsirini tᴅkcᴅ emosional sᴅviyyᴅdᴅ deyil, sistematik vᴅ elmi 

­ᴅr­ivᴅdᴅ anlamaqdēr. 

2. Musiqi  Terapiyasē vᴅ Sinir  Sistemi: Neyrobioloji  Mexanizmlᴅr  

Musiqinin insan beyni ¿zᴅrindᴅ olan tᴅsiri, elmi cᴅhᴅtdᴅn s¿but olunmuĸ ᴅn maraqlē 

fenomenlᴅrdᴅn biridir. Musiqi sadᴅcᴅ bir sᴅs axēnē deyil ï o, beynin m¿xtᴅlif  sahᴅlᴅrindᴅ sinxron 

aktivlik yaradēr vᴅ bunun nᴅticᴅsindᴅ hᴅm emosional, hᴅm dᴅ fizioloji  reaksiyalar ortaya ­ēxēr. 

X¿susilᴅ sinir sistemi, musiqiyᴅ qarĸē ­ox hᴅssasdēr vᴅ musiqi vasitᴅsilᴅ onu tᴅnzimlᴅmᴅk 

m¿mk¿nd¿r. 

Limbik  sistem vᴅ emosional reaksiya 

Beynin emosiyalarēn tᴅnzimlᴅnmᴅsindᴅ iĸtirak edᴅn hissᴅsi ï limbik sistem, musiqiyᴅ qarĸē 

ilk  vᴅ ᴅn g¿cl¿ reaksiya verᴅn strukturlardandēr. Burada yerlᴅĸᴅn amigdala, qorxu, hᴅyᴅcan, sevinc 

kimi emosiyalarēn iĸlᴅnmᴅsindᴅ ᴅsas rol oynayēr. Musiqi amigdalanē stimullaĸdēraraq insanda duyĵu 

reaksiyalarēnē g¿clᴅndirᴅ bilᴅr. Digᴅr tᴅrᴅfdᴅn, hipokampus isᴅ yaddaĸ vᴅ emosional assosiasiyalarla 

baĵlēdēr. Musiqi bu bºlgᴅyᴅ tᴅsir etmᴅklᴅ ke­miĸ xatirᴅlᴅri oyadēr vᴅ ĸᴅxs ¿­¿n emosional rahatlama 

yarada bilᴅr. 

Prefrontal  korteks vᴅ icraedici funksiyalar 

Musiqi eyni zamanda prefrontal korteksin ï yᴅni diqqᴅt, qᴅrarvermᴅ vᴅ sosial davranēĸ kimi 

ali idrak funksiyalarēnē tᴅnzimlᴅyᴅn beyin sahᴅsinin aktivliyini  artērēr. Bu da o demᴅkdir ki, musiqi 

yalnēz emosiyalarē deyil, d¿ĸ¿ncᴅni vᴅ davranēĸē da yºnlᴅndirᴅ bilᴅr. Autizm spektr pozuntusu vᴅ ya 

diqqᴅt ­atēĸmazlēĵē sindromu (DEHB) kimi diaqnozlarda bu mexanizm x¿susilᴅ faydalē ola bilᴅr. 

Neyrotransmitterlᴅr  vᴅ m¿kafat sistemi 

Musiqi beynin ñm¿kafat sistemiò adlandērēlan hissᴅsindᴅ dopamin ifrazēnē stimullaĸdērēr. 

Dopamin ï motivasiya, xoĸbᴅxtlik  vᴅ diqqᴅt ilᴅ ᴅlaqᴅli  neyrotransmitterdir. Musiqi dinlᴅyᴅrkᴅn vᴅ ya 

ifa edᴅrkᴅn dopamin sᴅviyyᴅsinin y¿ksᴅlmᴅsi ĸᴅxsᴅ ruhi rahatlēq, hᴅzz vᴅ motivasiya hissi verir. 

Bundan ᴅlavᴅ, musiqi serotonin (emosional stabillik), oksitosin (g¿vᴅn vᴅ baĵlēlēq hissi) vᴅ 

endorfinlᴅr (aĵrē azaldēcē vᴅ xoĸbᴅxtlik  verici tᴅsir) kimi kimyᴅvi maddᴅlᴅrin ifrazēna da sᴅbᴅb ola 

bilᴅr. Bu sᴅbᴅbdᴅn musiqi terapiyasē yalnēz ruhi rahatlēq yaratmaqla qalmēr, eyni zamanda bᴅdᴅnin 

biokimyᴅvi balansēnē da bᴅrpa edir. 

Neyroplastiklik  vᴅ reabilitasiya 

Tᴅdqiqatlar gºstᴅrir ki, musiqi beyindᴅ yeni sinaptik ᴅlaqᴅlᴅrin yaranmasēnē stimullaĸdērēr ï 

bu proses neyroplastiklik adlanēr. X¿susilᴅ insultdan vᴅ ya travmatik beyin zᴅdᴅsindᴅn sonra musiqi 



Echoes of Heritage: Navigating the Legacy of Music and Dance 
 

 

97 

ilᴅ reabilitasiya m¿alicᴅsi beyindᴅki kompensator bºlgᴅlᴅri aktivlᴅĸdirᴅrᴅk funksiyalarēn bᴅrpasēnē 

s¿rᴅtlᴅndirᴅ bilir.  

3. Hormonlar  vᴅ Neyrotransmitterlᴅrdᴅ Musiqinin  Tᴅsiri  

Ķnsan orqanizmi tᴅkcᴅ beyinlᴅ deyil, onunla birbaĸa ᴅlaqᴅli  olan endokrin sistemlᴅ dᴅ musiqiyᴅ 

cavab verir. Bu sistem hormonlar vasitᴅsilᴅ orqanizmin daxili m¿hitini tᴅnzimlᴅyir vᴅ musiqi 

terapiyasē bu hormonal fᴅaliyyᴅtᴅ birbaĸa vᴅ dolayēsē ilᴅ tᴅsir gºstᴅrᴅ bilᴅr. Musiqi bᴅdᴅnin stressᴅ 

reaksiyasēnē yumĸaldēr, sakitlik yaradēr vᴅ ruh halēnē dᴅyiĸᴅn hormonlarēn ifrazēnē artērēr. 

Kortizol:  Stress hormonunun azalmasē 

Kortizol bᴅdᴅnin stresᴅ verdiyi cavabēn ᴅsas tᴅnzimlᴅyicisidir vᴅ hipotalamus-hipofiz-adrenal 

(HPA) oxu vasitᴅsilᴅ ifraz olunur. Xroniki ĸᴅkildᴅ y¿ksᴅlmiĸ kortizol sᴅviyyᴅlᴅri immun sistemin 

zᴅiflᴅmᴅsi, yaddaĸ pozuntularē, yuxusuzluq vᴅ depressiya kimi bir ­ox neqativ tᴅsirlᴅrlᴅ nᴅticᴅlᴅnᴅ 

bilᴅr. Musiqi terapiyasē kortizol sᴅviyyᴅsini ᴅhᴅmiyyᴅtli  dᴅrᴅcᴅdᴅ azalda bilir. 

Tᴅdqiqatlar gºstᴅrir ki, yumĸaq vᴅ yavaĸ tempdᴅ olan musiqi ï x¿susilᴅ klassik vᴅ 

instrumental janrlar ï dinlᴅyᴅn ĸᴅxslᴅrdᴅ 15ï30 dᴅqiqᴅ ᴅrzindᴅ kortizolun sᴅviyyᴅsini nᴅzᴅrᴅ­arpacaq 

dᴅrᴅcᴅdᴅ azalda bilᴅr. Bu, musiqinin stresᴅ qarĸē tᴅbii bir ñdᴅrmanò olduĵunu gºstᴅrir. 

Endorfinlᴅr:  Tᴅbii  aĵrēkᴅsici vᴅ xoĸbᴅxtlik  hormonu 

Endorfinlᴅr bᴅdᴅnin aĵrēlara vᴅ emosional gᴅrginliyᴅ qarĸē ifraz etdiyi tᴅbii neyropeptidlᴅrdir. 

Bu maddᴅlᴅr morfinᴅ bᴅnzᴅr bir tᴅsir gºstᴅrᴅrᴅk hᴅm fiziki,  hᴅm dᴅ ruhi aĵrēnē azaldēr vᴅ eforik 

(sevinc dolu) hisslᴅr yaradēr. Musiqi ilᴅ ifa zamanē vᴅ ya ritmik hᴅrᴅkᴅtlᴅrlᴅ m¿ĸayiᴅt olunan 

musiqilᴅr zamanē endorfin sᴅviyyᴅsi y¿ksᴅlir.  

Bu, musiqinin idman zamanē, doĵuĸ prosesindᴅ vᴅ ya xroniki aĵrēlarla yaĸayan xᴅstᴅlᴅrdᴅ 

aĵrēkᴅsici kimi istifadᴅsinᴅ ᴅsas yaradēr. 

Dopamin: M¿kafat vᴅ motivasiya 

Daha ᴅvvᴅl qeyd edildiyi kimi, dopamin beyindᴅki m¿kafat vᴅ motivasiya mᴅrkᴅzlᴅrinin ᴅsas 

neyrotransmitteridir. Musiqi dopaminin ifrazēnē stimullaĸdēraraq, insanēn motivasiyasēnē, fᴅaliyyᴅtᴅ 

maraĵēnē vᴅ emosional y¿ksᴅliĸini artērēr. 

Dopamin ifrazē daha ­ox tanēĸ vᴅ sevilᴅn melodiyalar zamanē m¿ĸahidᴅ olunur. Bu isᴅ 

demᴅkdir ki, fᴅrdi musiqi zºvq¿ vᴅ musiqiyᴅ baĵlē xatirᴅlᴅr dopaminᴅ tᴅsir edᴅn g¿cl¿ faktorlardēr. 

Oksitosin: Sosial baĵlanma vᴅ empatiya hormonu 

Oksitosin, daha ­ox ñqucaqlaĸma hormonuò vᴅ ya ñsosial baĵlēlēq hormonuò kimi tanēnēr. Bu 

hormon insanlar arasēnda inam, yaxēnlēq vᴅ empatiya hisslᴅrini g¿clᴅndirir. Tᴅdqiqatlar gºstᴅrir ki, 

qrup ĸᴅklindᴅ musiqi dinlᴅyᴅn vᴅ ya oxuyan insanlar arasēnda oksitosin sᴅviyyᴅsi artēr, bu da sosial 

birliyin  vᴅ emosional baĵēn g¿clᴅnmᴅsinᴅ sᴅbᴅb olur. 

Serotonin: Ruh halēnēn tᴅnzimlᴅnmᴅsi 

Serotonin depressiya vᴅ anksiyete kimi psixi vᴅziyyᴅtlᴅrin arxasēnda duran ᴅsas 

neyrotransmitterlᴅrdᴅn biridir. Musiqi serotonin sᴅviyyᴅsini balanslaĸdērmaqla emosional stabilliyi 

bᴅrpa edᴅ bilᴅr. Serotonin artēmē daha ­ox musiqi ilᴅ dᴅrin emosional rezonans yaranan hallarda 

m¿ĸahidᴅ olunur. 

4. Fizioloji  Tᴅsirlᴅr:  ¦rᴅk ritmi,  nᴅfᴅsalma vᴅ ᴅzᴅlᴅ reaksiyalarē 

Musiqinin insan bᴅdᴅni ¿zᴅrindᴅ olan tᴅsiri tᴅkcᴅ psixoloji vᴅ neyrobioloji sahᴅlᴅrlᴅ 

mᴅhdudlaĸmēr. Musiqi eyni zamanda fizioloji  sistemlᴅrᴅ, o c¿mlᴅdᴅn ¿rᴅk-damar sistemi, tᴅnᴅff¿s 

sistemi vᴅ ᴅzᴅlᴅ sisteminᴅ dᴅ g¿cl¿ tᴅsir gºstᴅrir. Musiqi terapiyasē bu tᴅsirlᴅri tᴅnzimlᴅmᴅklᴅ hᴅm 

fiziki  rahatlēq yaradēr, hᴅm dᴅ orqanizmin homeostazēnē bᴅrpa edir. 
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Bioloji  Tᴅsirlᴅr  

Musiqi terapiyasēnēn bioloji tᴅsirlᴅri fiziki  saĵlamlēq ¿zᴅrindᴅ dᴅrindᴅn hiss olunur. Musiqi 

m¿ᴅyyᴅn frekanslarla vᴅ ritmlᴅ beyin dalĵalarēnē tᴅsir edᴅrᴅk, sinir sistemi vᴅ hormonal balansē 

dᴅyiĸdirir. Mᴅsᴅlᴅn, musiqi dinlᴅyᴅrkᴅn beyin sᴅrbᴅst ĸᴅkildᴅ dopamin vᴅ serotonin kimi ñxoĸbᴅxtlik  

hormonlarēò ifraz edir. Bu maddᴅlᴅr, insanēn ruh halēnē yaxĸēlaĸdērēr vᴅ ona daha ­ox enerji verir. 

Musiqi hᴅm­inin stress hormonlarē olan kortizol vᴅ adrenalin sᴅviyyᴅlᴅrini azaldēr. Stresin 

azalmasē, ¿rᴅk-damar sistemi ¿zᴅrindᴅ m¿sbᴅt tᴅsir yaradēr. ¦rᴅk ritminin nizamlanmasē, qan 

tᴅzyiqinin d¿ĸmᴅsi vᴅ ¿mumi saĵlamlēq vᴅziyyᴅtinin yaxĸēlaĸmasē musiqinin bioloji tᴅsirlᴅrinᴅ 

n¿munᴅdir. Musiqi terapiyasēnēn immun sisteminᴅ dᴅ m¿sbᴅt tᴅsiri vardēr, ­¿nki stressin azaldēlmasē 

vᴅ zehni rahatlēq saĵlamlēq problemlᴅrinin qarĸēsēnē alēr vᴅ ya onlarē idarᴅ etmᴅyᴅ kºmᴅk edir. 

¦rᴅk ritmi  vᴅ qan tᴅzyiqi 

Musiqinin ritmik quruluĸu ¿rᴅk ritmini tᴅnzimlᴅmᴅkdᴅ m¿h¿m rol oynayēr. Aĸaĵē tempdᴅ 

(60ï80 bpm) olan musiqilᴅr parasimpatik sinir sistemini aktivlᴅĸdirᴅrᴅk ¿rᴅk dºy¿nt¿s¿n¿ yavaĸladēr 

vᴅ qan tᴅzyiqini aĸaĵē salēr. ᴄksinᴅ, y¿ksᴅk tempdᴅ vᴅ s¿rᴅtli  ritmlᴅrlᴅ m¿ĸayiᴅt olunan musiqilᴅr 

¿rᴅk dºy¿nt¿s¿n¿ s¿rᴅtlᴅndirᴅ, adrenalin ifrazēnē artēraraq bᴅdᴅni ñoyaqò vᴅziyyᴅtᴅ ke­irᴅ bilᴅr. 

Bu sᴅbᴅbdᴅn musiqi terapiyasēnda istifadᴅ olunan musiqilᴅrin tempi, ritmi vᴅ tonallēĵē 

xᴅstᴅnin ehtiyacēna uyĵun se­ilir. Hipertoniya, ¿rᴅk aritmiyasē vᴅ panik atak kimi hallarda yavaĸ 

musiqilᴅr ¿rᴅk ritmini sabitlᴅĸdirmᴅk ¿­¿n istifadᴅ olunur. 

Nᴅfᴅsalma vᴅ tᴅnᴅff¿s ritmi  

Tᴅnᴅff¿s dᴅ musiqinin tᴅsirinᴅ ­ox hᴅssasdēr. Musiqi dinlᴅyᴅrkᴅn vᴅ ya oxuyarkᴅn nᴅfᴅs ritmi 

avtomatik ĸᴅkildᴅ musiqinin ritminᴅ uyĵunlaĸēr. Bu prosesᴅ entrainment deyilir. Entrainment 

bᴅdᴅndᴅki bioloji ritmlᴅrin xarici ritmᴅ sinxronlaĸmasē demᴅkdir. 

Mᴅsᴅlᴅn, 60 bpm-lik  sakit bir musiqi insanēn tᴅnᴅff¿s ritmini dᴅ sakitlᴅĸdirᴅrᴅk dᴅrin vᴅ ritmik 

nᴅfᴅsalma yaratmaĵa kºmᴅk edir. Bu, tᴅnᴅff¿sᴅ baĵlē panik vᴅziyyᴅtlᴅrdᴅ, astma vᴅ ya tᴅnᴅff¿s 

gᴅrginliyi  yaĸayan ĸᴅxslᴅrdᴅ sakitlᴅĸdirici tᴅsir gºstᴅrir. 

ᴄzᴅlᴅ gᴅrginliyi  vᴅ motor reaksiyalar 

Stress vᴅ emosional gᴅrginlik tez-tez bᴅdᴅndᴅ ᴅzᴅlᴅ sēxēlmasēna sᴅbᴅb olur. Musiqi terapiyasē, 

x¿susilᴅ proqressiv ᴅzᴅlᴅ relaksasiyasē ilᴅ birgᴅ istifadᴅ edildikdᴅ, ᴅzᴅlᴅlᴅrin gevĸᴅmᴅsini vᴅ 

rahatlamasēnē tᴅĸviq edir. Bu tᴅsir ᴅsasᴅn aĸaĵē tezlikli vᴅ davamlē sᴅslᴅrlᴅ m¿ĸayiᴅt olunan 

musiqilᴅrdᴅ daha g¿cl¿ m¿ĸahidᴅ olunur. 

Musiqinin ritmik strukturu hᴅm dᴅ motor sistemini aktivlᴅĸdirir. Parkinson xᴅstᴅliyi  vᴅ insult 

sonrasē reabilitasiyada musiqi ritmlᴅri xᴅstᴅlᴅrin koordinasiyasēnē vᴅ hᴅrᴅkᴅt qabiliyyᴅtini bᴅrpa 

etmᴅk ¿­¿n effektiv ĸᴅkildᴅ istifadᴅ olunur. 

Beyin dalĵalarē vᴅ bioelektrik  aktivlik  

Musiqi eyni zamanda beyindᴅki alfa, beta, teta vᴅ delta dalĵalarēnēn aktivliyini  dᴅ dᴅyiĸᴅ bilᴅr. 

X¿susilᴅ teta (4ï8 Hz) vᴅ alfa (8ï12 Hz) dalĵalarē ilᴅ uyĵunlaĸan musiqilᴅr dᴅrin relaksasiya, 

meditasiya vᴅ yuxuya ke­id vᴅziyyᴅtlᴅrini dᴅstᴅklᴅyir. 

Bu, musiqi terapiyasēnēn yuxu pozuntularē, narahatlēq vᴅ xroniki yorĵunluq sindromlarēnda da 

tᴅsirli olmasēnēn ᴅsas sᴅbᴅblᴅrindᴅn biridir. 

5. Psixoloji Pozuntularda Musiqi  Terapiyasēnēn Rolu 

Musiqi terapiyasē, m¿xtᴅlif  psixoloji pozuntularēn m¿alicᴅ vᴅ idarᴅ olunmasēnda alternativ vᴅ 

tamamlayēcē ¿sul kimi geniĸ tᴅtbiq edilir. Onun psixoloji m¿daxilᴅlᴅrdᴅki effektivliyi,  musiqinin 

emosional ifadᴅni asanlaĸdērmaq, mᴅnfi hisslᴅri tᴅnzimlᴅmᴅk vᴅ psixososial ᴅlaqᴅlᴅri g¿clᴅndirmᴅk 

qabiliyyᴅti ilᴅ ᴅlaqᴅlidir. 
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Depressiya 

Depressiya halēnda fᴅrdlᴅrdᴅ motivasiyanēn azalmasē, ¿midsizlik, maraqsēzlēq vᴅ emosional 

uyuĸma m¿ĸahidᴅ olunur. Musiqi terapiyasē bu vᴅziyyᴅtlᴅrdᴅ fᴅrdi emosional reaksiya yaratmaqla vᴅ 

dopaminïserotonin sᴅviyyᴅlᴅrini artērmaqla m¿sbᴅt tᴅsir gºstᴅrir. 

Tᴅdqiqatlar gºstᴅrir ki, hᴅftᴅdᴅ 2ï3 dᴅfᴅ musiqi terapiyasēna qatēlan depresif simptomlarē olan 

ĸᴅxslᴅrdᴅ hᴅyat keyfiyyᴅti vᴅ emosional stabillikdᴅ ᴅhᴅmiyyᴅtli  artēm m¿ĸahidᴅ olunur. Musiqi hᴅm 

dᴅ introspektiv d¿ĸ¿nmᴅni stimullaĸdēraraq mᴅnfi fikirlᴅrin dᴅyiĸdirilmᴅsinᴅ ĸᴅrait yaradēr. 

Anksiyete vᴅ stress pozuntularē 

Anksiyete (hᴅyᴅcan pozuntusu) zamanē sinir sistemi ñhᴅddindᴅn artēq xᴅbᴅrdarlēqò 

vᴅziyyᴅtindᴅ olur. Musiqi burada relaksasiya yaradan bir vasitᴅ kimi istifadᴅ olunur. Aĸaĵē tempdᴅ 

musiqilᴅr nᴅfᴅs vᴅ ¿rᴅk ritmini tᴅnzimlᴅmᴅklᴅ hᴅm bᴅdᴅni, hᴅm dᴅ beyni sakitlᴅĸdirir. 

X¿susilᴅ tᴅbii sᴅslᴅrlᴅ (quĸ sᴅsi, su axēnē) birlᴅĸdirilmiĸ instrumental musiqilᴅr anksiyeteni 

azaltmaq ¿­¿n effektivdir. Musiqi eyni zamanda nᴅfᴅs mᴅĸqlᴅri, yoga vᴅ mindfulness kimi terapiya 

nºvlᴅri ilᴅ birgᴅ istifadᴅ olunduqda tᴅsirini g¿clᴅndirir. 

Travma sonrasē stress pozuntusu (TSSP) 

Post-travmatik stress pozuntusu yaĸayan fᴅrdlᴅrdᴅ ke­miĸ xatirᴅlᴅrlᴅ baĵlē ani reaksiya, 

kabuslar vᴅ qapanma m¿ĸahidᴅ olunur. Musiqi terapiyasē bu travmatik yaddaĸlarēn emalēnē 

asanlaĸdērēr, ­¿nki musiqi verbal olmayan ifadᴅ formasē tᴅqdim edir vᴅ travma ilᴅ baĵlē duyĵular sºzᴅ 

­evrilmᴅdᴅn ifadᴅ oluna bilir. 

Ķmprovizasiya vᴅ ritm ᴅsaslē musiqi texnikalarē bu hallarda ­ox effektlidir. Fᴅrd musiqi 

vasitᴅsilᴅ hᴅm ºz¿n¿ ifadᴅ edir, hᴅm dᴅ psixoloji y¿kdᴅn azad olur. 

ķizofreniya vᴅ psixotik pozuntular 

Musiqi terapiyasē ĸizofreniya vᴅ oxĸar psixotik vᴅziyyᴅtlᴅrdᴅ emosional ifadᴅni 

stimullaĸdērmaq, sosial tᴅcridi azaltmaq vᴅ idrak funksiyalarēnē g¿clᴅndirmᴅk mᴅqsᴅdi ilᴅ istifadᴅ 

edilir. Musiqi ilᴅ qrup iĸi ĸᴅklindᴅ aparēlan seanslar xᴅstᴅlᴅrin sosial bacarēqlarēnē artērēr vᴅ tᴅcrid 

hissini azaldēr. 

Tᴅdqiqatlarda gºstᴅrilir  ki, m¿ntᴅzᴅm musiqi terapiyasē seanslarē zamanē ĸizofrenik 

simptomlar (sᴅslᴅr eĸitmᴅk, fikir  pozuntularē vᴅ s.) azala bilᴅr. 

Autizm vᴅ inkiĸaf pozuntularē 

Autizm spektr pozuntusu olan fᴅrdlᴅr ¿­¿n musiqi terapiyasē ¿nsiyyᴅt bacarēqlarēnē artērmaq, 

emosional reaksiya yaratmaq vᴅ sensor koordinasiyanē g¿clᴅndirmᴅk ¿­¿n istifadᴅ olunur. Musiqi 

bᴅzᴅn bu ĸᴅxslᴅr ¿­¿n ᴅsas ifadᴅ vasitᴅsinᴅ ­evrilir. Ritmik oyunlar, oxuma vᴅ bᴅdᴅn hᴅrᴅkᴅti ilᴅ 

m¿ĸayiᴅt olunan musiqilᴅr sosial uyĵunlaĸmanē asanlaĸdērēr. 

Musiqi  Terapiyasēnēn Praktikada Tᴅtbiqi  

Musiqi terapiyasēnēn tᴅtbiqi ­ox geniĸdir vᴅ m¿xtᴅlif  sahᴅlᴅrdᴅ istifadᴅ olunur. Tᴅtbiq sahᴅlᴅri 

arasēnda ᴅn ᴅhᴅmiyyᴅtli  olanlar: 

Å Autizm spektri pozuntusu olan uĸaqlar: Musiqi terapiyasē, autizmli uĸaqlarda sosial 

bacarēqlarēn inkiĸafēna, dil vᴅ danēĸēq qabiliyyᴅtinin artērēlmasēna kºmᴅk edir. Musiqi ilᴅ ᴅylᴅncᴅli  vᴅ 

tᴅkrarlayēcē seanslar, onlarēn diqqᴅtini cᴅlb edᴅrᴅk ºyrᴅnmᴅ prosesini daha effektiv edir. 

Å Demensiya vᴅ Alzheimer xᴅstᴅlᴅri: Bu xᴅstᴅlᴅrdᴅ musiqi terapiyasē, yaddaĸēn 

g¿clᴅndirilmᴅsi vᴅ emosional vᴅziyyᴅtin yaxĸēlaĸdērēlmasē mᴅqsᴅdilᴅ istifadᴅ olunur. Musiqi, beyin 

funksiyalarēnē stimullaĸdērēr vᴅ xᴅstᴅlᴅrdᴅ ᴅhval-ruhiyyᴅnin artmasēna sᴅbᴅb olur. 
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Å Reabilitasiya vᴅ bᴅrpa: Ķnsult vᴅ beyin zᴅdᴅlᴅri nᴅticᴅsindᴅ reabilitasiyada musiqi 

terapiyasēnēn bºy¿k tᴅsiri vardēr. Musiqi, bᴅdᴅnin vᴅ beyin funksiyalarēnēn yenidᴅn qurulmasēna 

kºmᴅk edir, motor bacarēqlarē vᴅ koordinatorluĵu inkiĸaf etdirir. 

Å Onkoloji xᴅstᴅlᴅr vᴅ terminal xᴅstᴅlᴅr: Musiqi terapiyasē, onkoloji xᴅstᴅlᴅrᴅ vᴅ son 

mᴅrhᴅlᴅ xᴅstᴅlᴅrinᴅ psixoloji dᴅstᴅk verir. Bu xᴅstᴅlᴅrdᴅ aĵrēlarē y¿ng¿llᴅĸdirmᴅk, stressi azaltmaq 

vᴅ ¿mumi rifahē artērmaq mᴅqsᴅdilᴅ istifadᴅ olunur. 

Musiqi  Terapiyasēnēn Ķstifadᴅ Sahᴅlᴅri  vᴅ ķᴅrait  

Musiqi terapiyasē ­ox m¿xtᴅlif  m¿hitlᴅrdᴅ tᴅtbiq oluna bilᴅr: 

Å Xᴅstᴅxanalar vᴅ klinikalar: Xᴅstᴅxana palatalarēnda musiqi terapiyasē xᴅstᴅlᴅrin ruh 

halēnē yaxĸēlaĸdērmaq vᴅ m¿alicᴅ prosesini dᴅstᴅklᴅmᴅk mᴅqsᴅdilᴅ istifadᴅ olunur. Bᴅzi klinikalarda 

musiqi terapiyasē peĸᴅkar terapevtlᴅr tᴅrᴅfindᴅn rᴅhbᴅrlik  olunur. 

Å Ev ĸᴅraiti vᴅ qrup terapiyasē: Musiqi terapiyasē, ev ĸᴅraitindᴅ vᴅ ya qrup ĸᴅklindᴅ dᴅ 

tᴅtbiq oluna bilᴅr. Uĸaqlar vᴅ yaĸlēlar ¿­¿n x¿susi olaraq hazērlanmēĸ proqramlar var ki, bu da onlarēn 

fᴅrdi ehtiyaclarēna uyĵunlaĸdērēlēr. 

 

Musiqi  Terapiyasēnēn Effektivliyi  vᴅ Tᴅkrarlama  

Musiqi terapiyasēnēn effektivliyi,  onun m¿ntᴅzᴅm vᴅ strukturlaĸdērēlmēĸ ĸᴅkildᴅ tᴅtbiq 

edilmᴅsindᴅn asēlēdēr. Tipik bir seans 30-60 dᴅqiqᴅ davam edir, amma x¿susi hallarda bu m¿ddᴅt 

dᴅyiĸᴅ bilᴅr. Mᴅsᴅlᴅn, autizmli uĸaqlar ¿­¿n daha qēsa vᴅ tez-tez ke­irilᴅn seanslar daha faydalēdēr. 

ᴄn yaxĸē nᴅticᴅlᴅr 10-12 hᴅftᴅlik  proqramlarla ᴅldᴅ edilᴅ bilᴅr. Bu proqramlar iĸtirak­ēlara davamlē 

vᴅ davamlē inkiĸaf imkanlarē tᴅqdim edir. 

 

Nᴅticᴅ 

Musiqi terapiyasē, bioloji vᴅ psixoloji sistemlᴅri eyni anda tᴅsir edᴅn g¿cl¿ bir m¿alicᴅ 

¿suludur. Onun insan saĵlamlēĵēna m¿sbᴅt tᴅsirlᴅri, hᴅm fiziki,  hᴅm dᴅ emosional tᴅrᴅfdᴅn geniĸ 

imkanlar tᴅqdim edir. Musiqi terapiyasē yalnēz xᴅstᴅliklᴅrin m¿alicᴅsi ilᴅ deyil, hᴅm dᴅ g¿ndᴅlik  

hᴅyatēn stressini azaltmaq, sosial ᴅlaqᴅlᴅri yaxĸēlaĸdērmaq vᴅ ¿mumi emosional balansē qorumaq ¿­¿n 

ᴅhᴅmiyyᴅtlidir. Gᴅlᴅcᴅkdᴅ bu sahᴅnin daha da inkiĸaf edᴅrᴅk, tibbin vᴅ psixologiyanēn ayrēlmaz bir 

hissᴅsi olacaĵē proqnozlaĸdērēlēr. 
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AZERBAYJAN MUGAMS AND CELESTIAL MUSIC TREATMENT  

Mugham system is set up in such a way that all composed and performed songs are related 

to one of its tunes. Music that Sufis perform is an improvised variation of mughams. 

Further 7 correlations between days and notes is indicated: Mi - Moon - Nava - Monday Fa 

- Mercury - Bussalik - Wednesday Sol - Venire - Rast - Friday Lya - Sun - Arag - Sunday Si - Mars 

- Ushshag - Tuesday Do - Jupityer - Zirafcand ïThursday Re - Saturn - Rahaby - Saturday Mugams 

and songs connected appropriate days, hours and strengthen soul during and before considered 

healing for sick people. Since the ancient time to nowadays Shamans influences on sick soul by their 

songs. 
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As it is known, 3000 years ago the method of illness treatment by music was applied. Chinese 

turned this method into profitable trade. Later in Middle Asia music continued to influence on the 

souls. This music was brought by Turkeys in Anadoly and Khorasan. More than 400 music periods 

are observed in Close, Middle and Far East. Arising from traditional knowledge Ibn-Sina and Farabi 

in the work-productions indicating on the connection between Mugams and mankind confirmed this 

as one of the ways of the treatment. In XI century, there was a hospital named "Nurradin" in the city 

of Sham where the illness were treated by music. O. Chalabi inform about it in his "Sayyahatname" 

work. During the treatment by music a special attention is directed to the singer's appearance. If  singer 

is ugly his face was covered in order of influence by music. 

Keywords: Mugham system, Rast, Arag, Ushshag, Zirafcand, Rahaby, celestial music 

treatment 
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SOUNDôS SUSTAINABILITY  FROM THE COLONIAL  TIME:  WHY  DO WE NEED THE 

ENCYCLOPAEDIA OF MUSIC  AND RELIGION OF  THE TURKIC - SPEAKING 

PEOPLE? 

 

The global music history network cannot be fully realized without detailed knowledge of 

specific crucial areas of human civilization. Our innovative research project, ñEncyclopaedia of 

Music and Religion,ò focuses on the interplay of music and religion within Turkic-speaking nations 

and ethnicities of the former USSR. This encyclopaedia bridges a critical gap by presenting the 

intricate connection between religion and music in the Turkic-speaking world. It encompasses Islamic 

rituals, performances, notations, recordings, and relevant academic insights, along with non Islamic 

religious traditions such as Tengrism, Shamanism, Christianity, and Judaism within Turkic ethnic 
 

cultures. This unprecedented volume is based on interviews and archival documentation, aimed at 

preserving knowledge for future generations. 

During the Soviet Union era, the study of religious music was neglected due to the country's 

atheistic policies. Without government permission, no terminology, methodology, seminars, 

conferences, or publications on religious music were allowed. Despite its cultural significance, 

political reasons in the Soviet era prevented it from being an independent research subject. 

Consequently, there are currently very limited academic sources, primarily in the form of conference 

proceedings, highlighting a shared Turkic cultural heritage. Now, we independently choose topics, 

narrow them to specific subjects, conduct preliminary research, and formulate main research 

questions. Currently, there are contributions from 60 authors across 10 countries, with more expected 

to join. 

This interdisciplinary exploration has only recently emerged, as scholars are now free to 
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investigate the music traditions of Turkic-speaking Soviet ethnicities following the USSR's collapse. 

The demand for our encyclopedia is substantial, given the long awaited opportunity to delve into the 

multifaceted religious aspects of music culture among Turkic-speaking people within the former 

Soviet Union. 

Keywords: global music history, ñEncyclopaedia of Music and Religionò of the Turkic- 

speaking world 
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IMPLEMENTATION OF NEW EXPRESS DIAGNOSTIC METHOD FOR PATIENTS 

WITH HEADACHE  

 

Abstract: This presentation introduces a unique method of express diagnosis using music as 

a diagnostic tool, initially tested on patients with headaches but applicable to other illnesses. The 

method combines traditional Chinese medicine, specifically the Five Elements theory, with 

Azerbaijani Mugam music. The Five Elements theory links specific organs to elements (fire, earth, 

metal, water, wood), and emotions like anger to the liver and gall-bladder. Each musical note 

corresponds to one of these elements. 

The research shows that patients' reactions to Mugam music can reveal underlying health 

issues. If a person finds a certain musical fragment pleasant, it may indicate an issue with the related 

organ. Conversely, irritation or discomfort may suggest a new problem. The method is validated by 

modern medical tools, such as ultrasound and laboratory tests, and supports traditional diagnostic 

methods like auriculodiagnosis, pulse diagnosis, iridology and others. 

The approach allows doctors to focus on specific health areas early in the diagnostic process, making 

it a helpful tool alongside modern diagnostics and alternative therapies like resonance and sound 

therapy. 

Keywords: Express diagnostics, Traditional Chinese Medicine, five elements theory (U-SIN), 

Yin-Yang theory, Inner organs and meridians, Resonance therapy, Ultrasound therapy, Iridology, 

mugham music 

 

I would like to present a completely new method of express diagnostic for patients. In our 

research, we first applied this method to patients who suffer from headaches, but it can also be used 

for people with other kinds of diseases. 

Before I explain the method itself, I want to tell you how we got the idea. Some of you might 

know that Chinese philosophy and especially Chinese medicine is based on a very well-known theory 

called the Five Elements Theory, or as it is often referred to, the U-SIN theory. 
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So, what is this theory? According to it, everything in nature is made up of five basic elements: 

fire, earth, metal, water, and wood. In Chinese medicine, every internal organ is connected to a 

specific meridian, and each of these meridians is related to one of these five elements. 

To make it simpler, letôs take the element of fire as an example. It is connected to two internal 

organs: the heart and the small intestine. You may wonder why two organs? Thatôs because of another 

major theory called Yin and Yang. In this case, the heart represents Yin, and the small intestine 

represents Yang. 

An important part of this theory is not only about physical illnesses or dysfunctions in organs, 

but also about emotions. Since many of you here today are musicians, and musicians are naturally 

emotional people, you understand how emotions play a big role in our health. 

For example, if we talk about anger, it belongs to the wood element. And the wood element 

is connected to the liver and the gall-bladder. So, if a person is often angry, it can lead to problems 

with the liver. This idea is not only a traditional belief; it has been confirmed by modern medicine as 

well, and I will explain how later. 

Now that Iôve given you the theory, let me explain how we put this idea into practice. 

You probably know that music has been used for treatment since ancient times. This is not a 

new idea. In Chinese medicine, music therapy was also connected to the five elements, because each 

musical note is related to one of the five elements. 

But here is what makes our method new: we are not using music as a treatment, we are using 

it as a diagnostic tool, and this has not been done before. 

In old Chinese medicine, there were five musical notes. Today, these notes have modern 

equivalents like fa-diez, lya, si, and others. Each note is directly connected to one of the five elements 

and, as a result, to a particular inner organ. 

What does this mean? It means the way you perceive a musical noteðwhether you like it or 

notðcan give us information about your internal organs. It may help us understand if there is a 

problem somewhere inside your body. 

For the first time, our study showed that we can make a diagnosis using modern music together 

with traditional Azerbaijani music called Mugam. Iôm sure all of you here know Mugam. So, what 

we did is combine the traditions of Chinese medicine and the musical heritage of Azerbaijan. 

We used five fragments of Mugam in our study. Each Mugam piece was performed in a 

different musical note-for example, one was in fa-diez, lya, si and so on. 

The method is very quick and easy. It is called an express diagnostic method because it doesnôt 

take much time. The patient listens to five Mugam fragments, and then chooses which one felt the 

most pleasant, and which one felt the least pleasant or even irritating. 

This perception gives us important information. If someone finds a Mugam piece more 

pleasant, it might mean that there is an old issue with the connected organ that started in childhood. 

If a Mugam feels irritating or unpleasant, that could mean there is a newly acquired issue with that 

organ. 

You may ask how this can work, especially since not everyone is familiar with Mugam, or not 

everyone likes it. For example, if someone in the United States listens to Mugam, they might not 

understand it or enjoy it. But in our method, it does not matter whether the person knows or likes the 

music. The only important question is: which fragment feels more pleasant or unpleasant to you? This 

is enough.  



ICTMD -2024, Baku 

  

104 

Let me now show you the table that explains how it works: 

1. Wood element ï Organs: Liver, Gall-bladder ï Ancient Chinese note: Tziao ï Modern note: 

Fa-diez ï Mugam: Bayatē-Shiraz 

2. Fire element ï Organs: Heart ï Chinese note: Cji ï Modern note: Lya ï Mugam: Bayatē-

Gadjar 

3. Earth element ï Organs: Spleen ï Chinese note: Gunn ï Modern note: Re ï Mugam: Bayatē-

Turk 

4. Metal element ï Organs: Lungs, Large intestine ï Chinese note: Shan ï Modern note: Mi ï 

Mugam: Ushshag 

5. Water element ï Organs: Kidneys ï Chinese note: Yuy ï Modern note: Si ï Mugam: Chargah 

Now letôs go back to the table. If you choose the first Mugam, which is Bayatē-Shiraz in fa-

diez, and you find it pleasant, it could mean you have a problem with your liver or gall-bladder. If 

you choose the fourth one, Ushshag, related to the metal element, it could show a problem with your 

lungs or large intestine. 

If you like a Mugam, it means the problem has been there for a long time, maybe since 

childhood. If the Mugam irritates you, the issue is probably recently acquired. 

So, in conclusion, this new diagnostic method supports the ancient Eastern medical ideas 

about the connection between musical pentatonic notes and the five elements. 

You may think this is not science, but only music. How can we prove it? But in fact, this idea 

was supported not only by Eastern diagnostic techniques like auriculodiagnosis, pulse diagnosis, and 

iridology, but also by modern medical tests, such as ultrasound and laboratory analysis. For example, 

if our method suggests a liver problem, and the patient then goes for standard tests, doctors often find 

some early changes or signs of pathology in that organ. This method is not a replacement for medical 

tests, but it helps give the right direction. Instead of testing everything, we can focus on a specific 

organ that the music helped to identify. 

We believe this express-diagnostic method can be used by doctors who practice resonance 

therapy, including music and sound therapy. 
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A MAP OF TURKIC AND MONGOLIAN FOLK SONGS - THROUGH THE EYES OF A 

HUNGARIAN ETHNOMUSICOLOGIST  

Since Finno-Ugric and Turkic elements dominated the land taking Hungarians (near 895), the 

investigation of these peoples and their relations with Hungarians began early in several disciplines. 

This was also the case in folk music research, where the theoretical work went hand in hand with 

organizing expeditions. 

Based on this research series, it turned out that Finno-Ugric folk music has little to do with 

that of the Hungarians, so it is no coincidence that Hungarian comparative folk music studies have 

increasingly turned to Turkic peoples. It was fortunate also from the point of view, that the Turkic 

peoples have long played an important role in Eurasia, and without getting to know their music, it 

is not possible to understand not only Hungarian folk music, but also the Eurasian folk music in 

general. Initially, the main goal was to explore the eastern relations of our folk music, which 
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gradually broadened into the areal research of the Volga-Kama-Belaya region inhabited by Finno-

Ugric and Turkic people. I further expanded this work to encompass the comparative investigation 

of Turkic- speaking groups (and Mongols) living over the vast Eurasian territory from 

China to the 

eastern border of Europa. 

In this paper I shortly introduce the most important Hungarian folk music researches: a) B®la 

Bart·k in Anatolia, 1936; b) L§szl· Vik§r ï G§bor Bereczki in the Volga-Kama-Belaya area 1958- 

1979, and myself among several Turkic and non-Turkic people from 1987 till now. 

Results are provided in three tables: 1) a comparative map of the folk music repertoires of the 

Turkic people; 2) Turkic parallels to Hungarian folk music styles; and 3) the current state of the music 

research among Turks conducted by Hungarian scholars. 

Keywords: Hungarian prehistory, comparative research, folk music, Turkic people 
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THE MUSICAL HERITAGE OF THE KAZAKHS IN 20TH CENTURY: 

TRANSFORMATION AND IDENTITY  

Kazakh traditional music, being an integral part of cultural heritage, has undergone significant 

changes in the 20th century. The main milestones that influenced the transformation of the Kazakh 

musical heritage were the Soviet policy of cultural integration, the processes of urbanization and 

industrialization, the revival of national culture in the post-Soviet period. 

The novelty of the study lies in the differentiated approach to the modification of traditional 

forms and genres of Kazakh music in the 20th century, as well as in identifying the factors that act 

as national benchmarks in the musical space of the republic. 

Before the 20th century, traditional Kazakh music was closely associated with the nomadic 

way of life and had various instrumental, epic and song forms. Musical instruments included dombra, 

kobyz, sybyzgy, zhetygen, saz syrnay, shankobyz and others. Music was performed in different 

contexts: from shamanic rituals to epic narratives and everyday entertainment. With the advent of 

Soviet power in Kazakhstan, an active policy of cultural integration and modernization began. This 

led to significant changes in traditional Kazakh music, including its institutionalization and 

standardization. Music schools, conservatories and philharmonic societies were established in 

Kazakhstan. These institutions contributed to the formation of a new generation of musicians who 

received an academic education and mastered new musical forms and techniques. 

The processes of urbanization and industrialization in Kazakhstan in the 20th century also had 
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a significant impact on traditional music. Migration of the population from rural areas to cities led 

to changes in the social structure and lifestyle of the Kazakhs. This contributed to the emergence of 

new musical forms and genres that reflect the realities of urban life. 

With Kazakhstan gaining independence in 1991, national culture and traditions began to be 

viewed as important elements of state policy and national identity. Interest in traditional Kazakh 

music is reviving in the musical and cultural environment. 

Keywords: Kazakh traditional music, cultural heritage, transformation of traditional music, 

national identity, cultural integration, Kazakh musical genres 

 

Introduction  

Kazakh traditional music represents an essential layer of cultural heritage, reflecting not only 

musical preferences but also the worldview, traditions, and lifestyle of the Kazakh people. For 

centuries, Kazakh music was closely linked to the nomadic way of life, expressing a deep connection 

to nature, historical events, and spiritual traditions. Musical instruments such as the dombra, kobyz, 

and sybyzgy were not only used for performance but also served as tools for intergenerational 

transmission of wisdom. Music played a key role in rituals, epic narratives, and everyday 

entertainment, shaping national identity and fostering a sense of community among the Kazakhs. 

In this context, the significance of traditional music as part of cultural heritage cannot be 

overstated. Kazakh traditional music, being an integral part of this heritage, underwent significant 

changes in the 20th century. A. Raimkulova notes that modernization, urbanization, and cultural 

integration processes, accompanied by the standardization of musical forms, were the main factors in 

this transformation [1]. At the same time, B. Mukhitdenova shows that folk and professional songs 

remained the foundation for developing new forms of musical creativity, preserving the peopleôs 

identity even amidst social changes [2]. 

In the 20th century, Kazakhstan experienced profound social and cultural changes. Soviet 

policies aimed at modernization and cultural integration had a significant impact on traditional 

Kazakh music. The establishment of music schools and conservatories contributed to the 

standardization and academization of music, leading to the partial loss of original forms and genres. 

However, traditional music, despite these challenges, remained a tool for preserving national identity. 

Even during urbanization and industrialization, it continued to reflect the character of the people, their 

historical memory, and spiritual values. Moreover, in the post-Soviet period, with the attainment of 

independence, interest in national music grew sharply, becoming an essential element in 

strengthening Kazakhstan's cultural code [3], [4]. 

The purpose of this study is to comprehensively understand the processes of transformation 

in Kazakh traditional music in the 20th century and to identify the factors contributing to its 

preservation. To achieve this, the article examines the key stages of these changes, from the pre-

Soviet period, when music was organically linked to the nomadic way of life, to the post-Soviet era, 

which saw a revival of interest in national culture. The study also analyzes the impact of Soviet 

policies, urbanization, and modernization on the musical environment and examines the efforts to 

preserve the musical heritage in modern times. 

Thus, this research is relevant both for science and cultural policy, as traditional music serves 

as an important bridge between the past and the present, preserving the cultural identity of the people 

in the face of globalization [5]. 

Origins of Kazakh Traditional Music  

Characteristics of Traditional Music before the 20th Century. Kazakh traditional music before 

the 20th century was inseparably linked to the nomadic way of life, which shaped the cultural, social, 

and spiritual aspects of the people. Nomadic culture, based on interaction with nature and the 

cyclicality of time, found its reflection in musical forms, genres, and performance styles. Music 

played a role not only as entertainment but also as a means of transmitting knowledge, traditions, and 

experience from one generation to another. It was a living cultural code that bridged the past and the 
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present. 

The main forms of Kazakh musical creativity included instrumental music, epic storytelling, 

and songs: 

¶ Instrumental music was performed on traditional instruments such as the dombra, 

kobyz, and sybyzgy, often relying on improvisation. This allowed musicians to express their 

emotions and artistic vision through melodies. The kui , instrumental compositions, were a significant 

part of Kazakh music, reflecting the philosophy and spiritual experiences of the people. 

¶ Epic storytelling, rooted in oral tradition, conveyed historical narratives about 

significant events and heroes. It involved performances by jyrau  (epic singers), who extolled the 

exploits of ancestors. These narratives played an essential role in reinforcing national consciousness. 

¶ Songs were performed in both ritual and everyday settings, covering a wide range of 

themesðfrom love and humor to social satire. Songwriting reflected the daily lives, joys, sorrows, 

and aspirations of the Kazakhs. 

Traditional instruments held a special place in Kazakh musical culture, each possessing a 

unique timbre and symbolism. The dombra, a two-stringed plucked instrument, became a symbol of 

Kazakh music. Its sound accompanied epic tales, kui , and everyday songs. The kobyz, a bowed 

instrument, was used in shamanic rituals for its mystical sound. Instruments like the sybyzgy (reed 

flute) and others enriched the variety of Kazakh musical expression [1]. 

Ritual and Everyday Functions of Music 

Kazakh traditional music fulfilled both ritualistic and everyday functions, encompassing all 

aspects of life. 

¶ Shamanic rituals, based on ancient beliefs, were accompanied by the sounds of the 

kobyz, considered a sacred instrument. The sounds symbolized a connection with ancestral spirits 

and natural forces, creating a sacred atmosphere. 

¶ Life cycle rituals, such as weddings, births, and funerals, included the performance 

of specific songs and melodies reflecting the significance of these events. 

¶ Epics and tales, often accompanied by the dombra, were performed in village 

gatherings, strengthening social bonds within the community and preserving historical memory. 

Music also played an essential role in everyday life. Kazakhs used songs to ease labor, 

communicate, and entertain. Young people organized musical evenings featuring aitis (poetic 

contests) and performances on instruments. These gatherings brought joy and helped instill respect 

for traditions in the younger generation [3]. 

Impact of the Soviet Era 

Cultural Integration and Modernization Policies 

With the arrival of Soviet power in Kazakhstan, a large-scale process of cultural integration 

and modernization began, affecting all aspects of traditional life, including music. Soviet policies 

sought to use culture as a tool for uniting nations under shared ideological values. This led to the 

institutionalization of musical life in Kazakhstan. 

The establishment of music schools, conservatories, and philharmonics marked a turning point 

in the development of Kazakh music. In the 1930s, the first musical educational institutions were 

established, including the Almaty Conservatory, which became a crucial center for training 

professional musicians. These institutions promoted the adoption of the European system of musical 

education, resulting in the academization of traditional Kazakh music. Musicians began studying 

musical notation, composing works according to European standards, and performing classical 

Western pieces. 

However, these changes were often accompanied by the standardization of traditional genres. 

For instance, kuiðunique instrumental compositions performed on the dombraðwere edited to fit 

the requirements of academic concert stages. On the one hand, this contributed to their preservation, 

but on the other, it risked diminishing their authenticity. Folk instrument ensembles and orchestras 

became widespread, adapting traditional music to formats suitable for concert halls. 
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The Soviet government also used art as a means of propaganda, which influenced the themes 

of musical works. Traditional epics extolling past heroes were replaced by compositions reflecting 

Soviet ideology, such as the glorification of labor achievements, collectivization, and socialist 

construction [4]. 

Social changes and their impact on music 

Social transformations in the 20th century, such as urbanization and industrialization, 

significantly altered Kazakhstan's musical environment. The migration of large numbers of Kazakhs 

from rural villages to cities facilitated the emergence of new social structures, which also influenced 

music. Urban life introduced new audience demands and creative forms. 

New genres emerged, reflecting the realities of urban culture. For example, music combining 

elements of Kazakh traditions with Western forms gained popularity. Composers such as Akhmet 

Zhubanov and Latif Hamidi created works that blended folk motifs with symphonic and operatic 

styles, laying the foundation for new forms of professional musical art. 

Industrialization also expanded access to music through radio broadcasts, vinyl records, and 

television. This made music a part of everyday life for many people, including those who previously 

lacked access to traditional art. 

New forms of musical expression included songs celebrating industrialization and 

technological progress, which became a characteristic feature of Soviet musical culture. The themes 

of songs became more social and collective, often performed at mass events such as celebrations and 

demonstrations [5]. 

Institutionalization of Kazakh Music.  

The Soviet governmentôs cultural policies placed a strong emphasis on the 

institutionalization of traditional Kazakh music. The establishment of state-sponsored musical 

institutions aimed to preserve and modernize traditional forms, aligning them with Soviet ideological 

and cultural objectives. These included not only the creation of music schools and conservatories but 

also the promotion of orchestras composed of Kazakh folk instruments. 

The Kazakh State Philharmonic and the national orchestras were instrumental in reimagining 

traditional music for large-scale performances. For example, orchestras adapted the kui , originally 

performed solo on the dombra, into multi-instrumental compositions that could be played in concert 

halls. While this expanded the audience for Kazakh music, it also introduced compromises in 

authenticity and originality. Some traditional elements were modified or simplified to align with 

Western classical music standards, diluting their unique cultural features [4]. 

Standardization and Propaganda 

Standardization became a hallmark of Soviet musical policy. By formalizing the study of 

Kazakh music in conservatories, students were encouraged to approach traditional music through the 

lens of European compositional methods. This included the transcription of kui  and other folk 

compositions into Western notation, which sometimes led to the loss of nuances inherent in oral 

traditions. 

Additionally, music served as a powerful tool for state propaganda. Soviet authorities 

emphasized themes of labor, collectivization, and socialism in commissioned musical works. 

Traditional Kazakh music often had to conform to these new thematic frameworks. For example, 

songs glorifying industrial progress and collective farming replaced epic tales and spiritual 

compositions, reflecting the ideological priorities of the state. These shifts were encouraged by Soviet 

composers working in Kazakhstan, who integrated traditional Kazakh motifs into compositions 

aligned with Soviet realism [5]. 

Impact on Musicians and Performers 

The Soviet era created a new generation of Kazakh musicians who were academically trained 

and familiar with European classical techniques. However, many of these musicians had to navigate 

tensions between preserving the authenticity of their cultural heritage and adhering to Soviet musical 

norms. 

Prominent composers like Akhmet Zhubanov played a pivotal role during this time. 

Zhubanovôs contributions included orchestrating traditional Kazakh music for symphonic 
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performances, thus bridging the gap between folk traditions and Western classical forms. Similarly, 

Latif Hamidi incorporated Kazakh melodies into operatic and symphonic compositions, significantly 

influencing the evolution of professional Kazakh music [6]. 

At the same time, some traditional musicians resisted these changes, continuing to practice 

and teach in the oral tradition. This preserved elements of Kazakh musical heritage that might 

otherwise have been lost during this period of rapid modernization and ideological control. 

New Venues for Music 

Urbanization under Soviet rule brought significant changes to the venues where Kazakh music 

was performed. Rural gatherings and aul-based performances were gradually replaced by concert 

halls, theaters, and state-sponsored events. The migration of rural populations to cities created a more 

diverse audience for music, necessitating innovations in presentation and performance styles. 

Radio and gramophone records also contributed to the dissemination of Kazakh music. For 

the first time, traditional songs and compositions could reach audiences far beyond the steppe. 

However, this technological advancement further promoted standardized versions of traditional 

pieces, reducing the regional variations that had once been a hallmark of Kazakh music. 

Revival of National Culture in the Post-Soviet Period 

Independence of Kazakhstan and National Identity. The attainment of independence in 1991 

marked a pivotal moment for Kazakhstan, bringing significant changes to its cultural policies. While 

the Soviet era had emphasized cultural integration and modernization, the post-Soviet period 

prioritized the revival of national identity. The government actively supported the restoration and 

preservation of traditional Kazakh culture as a cornerstone of national self-awareness. 

Traditional Kazakh music became a central element of this cultural revival. Recognized as a 

vital part of the nationôs cultural heritage, it symbolized the historical memory and spiritual values of 

the Kazakh people. State programs, such as Cultural Heritage, were launched to research, restore, and 

popularize traditional musical genres and instruments. Specialized institutions, including research 

centers and music schools, were established to study and preserve Kazakh music [1]. 

Interest in traditional music grew not only among professional musicians but also within 

broader society. Many Kazakhs, particularly the younger generation, showed a renewed interest in 

their cultural heritage, seeing it as a source of pride and identity. Instruments such as the dombra and 

kobyz experienced a resurgence in popularity and were actively integrated into both classical and 

modern musical practices [3]. 

Modern Practices and Preservation of Musical Heritage 

Modern practices have played a critical role in the preservation and promotion of Kazakh 

traditional music. These include music festivals, educational programs, and the use of digital 

platforms and media: 

Music Festivals: Events such as Dombyra Day, Asyl Mura, and Yer Tostik have become 

important cultural celebrations, attracting both professionals and enthusiasts. These festivals serve 

not only to preserve musical traditions but also to adapt them to contemporary settings and audiences. 

Educational Programs: Schools and universities have incorporated courses on traditional 

Kazakh music and instruments. Specialized competitions and workshops for young musicians have 

stimulated interest in the traditions and ensured generational continuity. 

Media and Digital Platforms: Television programs, documentaries, and online platforms have 

expanded public access to traditional music. Social media and streaming services have allowed 

Kazakh music to gain international visibility, promoting its recognition worldwide [4]. 

Return to Cultural Roots and Innovation. The post-Soviet period also saw a deliberate return 

to the roots of Kazakh musical traditions. Researchers, composers, and musicians revisited ancient 

forms such as kui and zhyr, striving to preserve their authenticity. Alongside this, contemporary 

adaptations of traditional music emerged, blending elements of folklore with modern genres such as 

jazz, rock, and electronic music. This fusion not only preserved the relevance of Kazakh music but 

also broadened its appeal to younger audiences [5]. 
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Innovative projects combining traditional and contemporary music have become increasingly 

common. For example, orchestral performances featuring traditional Kazakh instruments have gained 

popularity, while modern interpretations of kui attract both local and international audiences. Such 

projects highlight the adaptability and timelessness of Kazakh musical traditions. 

Conclusion 

Key Findings. Kazakh music in the 20th century underwent significant transformations, 

reflecting the social, cultural, and political changes occurring in Kazakhstan. Initially tied to the 

nomadic way of life, traditional Kazakh music evolved under Soviet modernization policies, 

acquiring new forms and content. The institutionalization of musical education, the establishment of 

conservatories, and the creation of orchestras of folk instruments were important steps in preserving 

and adapting traditional music to the realities of the time. However, these processes also led to the 

standardization of genres, which occasionally threatened their authenticity [1], [2]. 

An essential factor in preserving national identity was the recognition of the value of musical 

heritage. Despite urbanization and globalization, Kazakh music retained its uniqueness thanks to 

state-supported initiatives, educational programs, and the enthusiasm of musicians. In the post-Soviet 

period, the attainment of independence became a catalyst for renewed interest in traditional genres 

and instruments, as well as their promotion on the international stage [3]. 

Prospects for Research. Although substantial progress has been made, many aspects of 

Kazakh musical traditions remain underexplored. Future research should focus on the following 

areas: 

Globalizationôs Impact: Investigating how traditional music interacts with global cultural 

trends and adapts to modern conditions. 

Authenticity Preservation: Developing strategies to retain the essence of Kazakh musical 

traditions while integrating them into contemporary education and media. 

Role of Digital Technologies: Examining the influence of digital archives and platforms on 

the preservation and dissemination of Kazakh music. Creating comprehensive digital repositories can 

make musical heritage accessible to broader audiences, both locally and internationally [4], [5]. 

By addressing these areas, researchers can ensure that Kazakh music continues to serve as a 

dynamic and enduring component of global cultural heritage. It remains not only a symbol of national 

identity but also a bridge connecting the past and the future. 
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MAKOMAT AND HIS TARANSFORMATIONS IN THE WORKS OF COMPOSERS  

OF UZBEKISTAN  

Oriental monody, represented by unique samples of professional traditional music, where its 

highest achievement is the makom art, on the basis of which the modern professional musical art of 

Uzbekistan develops. At the same time, we note that the original forms are quite mobile structures 

and they are in constant motion, each time "zeroing out their own originality." At the same time, the 

meta-style designations of the content of the categorical system of Uzbek music, where the division 

into Eastern and European traditions become components of the same culture. 

From the very beginning of the formation of the Uzbek school of composition, a specific 

vector was chosen, where the East, looking to the West, followed the path of assimilation of European 

traditions into native ones, and not vice versa. 

Modern musical art designates Oriental polyphony as an archetype of musical thinking, where 

monody and polyphony act in the meaning of historically formed, "stylistically complete systems 

of musical thinking." On the other hand, considering the actual poppy, we find in it a polyphony, 

a textured polyphony that fills  the sound space due to the abundant melismatics and the richness of 

the overtone system. 

The unique properties of oriental monody include the range of its expressive possibilities, 

which extend, among other things, to rhythmics. In this case, we mean a specific technique of 

meditative technique, a kind of "stretching" of musical time. 

The musical art of Uzbekistan exists in a dialogue between the Eastern tradition and 

innovations that came from Europe, in which the most stable traditions of maqomat art are 

inextricably linked with the invariants of the highest spiritual and historically conditioned socio- 

historical experience of the peoples of Central Asia. All this led to the birth of a new "Oriental 

tradition ï the tradition of polyphony." 

Keywords: Uzbek traditional music, maqom, monody, oriental music, invariant 
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THE CREATĶVĶTY OF CRĶMEAN TATAR COMPOSERS OF THE 20TH CENTURY ĶN 

THE MĶRROR OF THE CHAMBER INSTRUMENTAL GENRE 

Today, the genre palette of creativity of Crimean composers is quite diverse. It includes 

symphonic, chamber-instrumental, piano, chamber-vocal, and choral works. In the 20th century, the 

creative activity of Crimean Tatar composers is intensively developing, which is characterized by 

originality, reliance on national musical traditions, and the search for new means of expression while 

maintaining continuity of connections with classical, in the broad sense of the word, examples of 

musical art. However, at the turn of the 20thï21st centuries, the interests of authors (composers) were 

more consistently and actively directed towards the genres of chamber instrumental music. It is 

characterized by a deeper penetration into traditional culture and its adaptation to new compositional 

techniques, which was clearly reflected in the renewal of the stylistic system, especially those authors 

in whose work the national avant-garde direction was emerging - M. I. Khalitova, E. A. Emir, N. I. 

Amedova, J. E. Karikova. Consideration of the features of individual solutions in the works of the 

chamber-instrumental genre of these composers allows us to understand the specifics of the style, 

understand the main trends in the development of professional Crimean Tatar musical art and identify 

traditional and innovative features that ensure the originality of the compositions. 

Works in the genre of chamber instrumental music by composers are very popular: they reflect 

the modern picture of the world. On the one hand, Crimean Tatar composers use the entire range of 

expressive means within their control, accumulated by European academic music, and at the same 

time demonstrate commitment to their musical heritage, their culture. On the other hand, the 

phenomenon of traditional musical culture, which is vividly  embodied in their work, deserves special 

attention. It should be noted that many opuses have not yet been published and are only being prepared 

for publication. 

Keywords: traditional Crimean Tatar music, folklore, modern compositional techniques, 

khaitarma, M. I. Khalitova, E. A. Emir, N. I. Amedov, J. E. Karikov 
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THE ROLE OF WOMEN MUSICIANS IN THE TRANSFORMATION OF THE 

CULTURAL LANDSCAPES OF THE SOVIET NATIONAL REPUBLICS IN THE 1930 - 

1950S 

The Soviet Union's national republics experienced a cultural paradigm shift between 1930 and 

1950, with objective-historical and political trends superimposed on one another. Industrialization 

and the formation of a new information field in connection with the development of radio, cinema, 

and the printing industry coincided with the Soviet government's cultural construction guidelines, 

which called for the formation of national cultures based on Western models with compulsory 

academic art. 

Central Asian musicians were primarily tasked with creating new works in European genres 

based on national material, the most notable of which was opera. A wave of premieres of the ñfirst 

operasò swept across the USSR: the Kazakh ñKyz Zhibekò (E. Brusilovsky, 1934), the Kyrgyz ñAi- 

Churekò (V. A. Vlasov, A. M. Maldybaev, V. G. Fere 1939), Uzbek ñBuranò (M. Ashrafi, S. Vasilenko, 

1939), Tajik ñVose Uprisingò (S. Balasanyan, 1939), Turkmen ñZohre and Tahirò (A. Shaposhnikov, 

V. Mukhatov, 1941). Performers who were once considered tradition bearers and actively participated 

in the formation of the academic art system played an important role in their productions. They 

included elements of national theatre and dance, folk melodies, and costumes in their performances. 

One of the positive trends of the time has been the active participation of women in cultural processes. 

The rejection of traditional principles and the oppressed position of women, allegedly promoted by 

the state, significantly motivated many, particularly young people, who were sincerely convinced 

of the new policy's promise of a bright future. Using the examples of opera singers such as Kulyash 

Baiseitova (Kazakhstan), Saira Kiizbaeva (Kyrgyzstan), Halima Nasyrova (Uzbekistan), Tufakhon 

Fazylova (Tajikistan), and Maya Kulieva (Turkmenistan), we will trace how the shift in cultural 

paradigm affected the fate of women musicians, what contribution they made to cultural construction 

in their republics, and how their work reflected the interaction of traditional and academic culture. 

Keywords: cultural paradigm shift, Kulyash Baiseitova, Saira Kiizbaeva, Halima Nasyrova, 

Tufakhon Fazylova, Maya Kulieva 
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NOTES ON THE OTTOMAN ¢¥Ĵ¦R, A BARDIC LUTE 

As one of the plucked lutes of Ottoman Turkish music, the ­ºĵ¿r was predominantly used 

during the seventeenth and eighteenth centuries. In the Ottoman period, the tanbura was both a 

generic term utilized for most of the long-necked fretted plucked lutes with a pear-shaped and 

wooden-faced soundbox, and also the name of the most common member of this group. This fact 

exemplifies one of the problems related to instrument naming within Ottoman tradition, in which the 

case of the ­ºĵ¿r seems to be involved, although not in such a problematic manner. The most 

significant aspect of the ­ºĵ¿r is that it was the typical instrument of the bards in the seventeenth 

century, so that they were referred to as ­ºĵ¿r ĸairi rather than saz ĸairi or ©ĸēk. The ­ºĵ¿r had a 

larger soundbox and a longer neck than those of its counterparts, and other than holding a special 

status in bard music, it was used in folk music as well. However, the sources also present some 

confusing information regarding the structural characteristics and performance contexts of the 

instrument. A number of visual depictions of the ­ºĵ¿r feature a round or small soundbox, rather than 

a pear-shaped or large one. On the other hand, there are accounts indicating that it was occasionally 

used in art music, or performed by the female musicians at the court, which appears to contradict the 

given size of the instrument. This paper will outline the history of the Ottoman ­ºĵ¿r and attempt 

to interpret some of the ambiguous issues surrounding it. 

Keywords: Ottoman Turkish music, ­ºĵ¿r, plucked lute, Turkish bard, saz ĸairi 
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TRANSFER AND PRESERVATION OF PERFORMING TRADITIONS IN DUTAR MUSIC  

 

Dutar music represents one of the main directions of Turkmen musical art. Dutar is the 

national symbol of the Turkmen people. The repertoire of Turkmen dutarists includes multi-genre 

works of small and large forms, as well as a number of instrumental cycles, such as ñMukamlarò, 

ñGyrklarò and ñSaltyklarò, and most dutar sazs of a programmatic nature. Dutar pieces are 
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distinguished by virtuoso technique, as well as rich strokes and melismatics. 

 

Outstanding representatives of dutar performance in Turkmenistan are Gulgeldi ussa, 

Amangeldi Gonubek, Shukur bakhshi, Mammetmurat ussa, Kel bakhshi, Tachmammet 

Sukhangulyev, Mylly Tachmyradov, Purli Saryev, Chary Tachmammedov, Dzhepbar Khansahedov 

and others. Over the centuries, mentors have passed on their performing skills orally from their 

mentors to their students and, thus, have preserved and brought to the present day the ancient 

traditions of Turkmen dutar performance. The art of playing the dutar and the traditions of mentoring 

are highly respected and developed today, being passed on in synthesis with the basics of professional 

training. 

We often recommend listening to dutar works recorded by mentors. Thus, in the process of 

mastering the dutar heritage, professional (from notes) and traditional teaching methods (from hands, 

by ear) are used. Video and audio recordings of masters allow you to observe the peculiarities of each 

mentorôs performance: how dynamics, fingerings, strokes are used, etc. The use of sheet music helps 

to develop young musiciansô skills in reading and playing music. 

In oral traditions of mentoring, the student, following the hand of the teacher, reproduces the 

melody and masters it through repetition. This teaching method develops visual and auditory memory 

and promotes comprehensive mastery of dutar material. 

Keywords: dutar, Turkmen music, dutar performance, traditional teaching methods, musical 

genres, performing repertoire 
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FRET ADDITION AND EVOLUTION OF QOPUZ OR SAZ IN AZERBAIJAN -TURKISH 

ASHIQ ART: DYNAMICS OF PRESERVATION AND CHANGE IN THE SHADOW OF 

SOCIO-CULTURAL AND POLITICAL SHIFTS  

This presentation examines the socio-cultural, political, and music theoretical factors driving 

the addition of frets on the qopuz or saz, primary instruments of ashiqs in contemporary Republic 

of Azerbaijan and Iranian Azerbaijan regions over the past century. 

Drawing from deep archival studies and comparative analysis, I explore the fret addition 

process in the entire Azerbaijan region, including neighboring countries such as Turkey. Using a 

comparative approach, I analyze the historical, socio-cultural, political, and music theoretical factors 

behind this process, drawing on ethnomusicological fieldwork and archival analysis within historical 

musicology. 

The transformation of the qopuz reflects a significant óshiftô or ótransitionô in Azerbaijan- 

Turkish Ashiq art, influenced by ómodernizationô, órevitalizationô efforts, and socio-political and 

cultural policies. Despite shared cultural heritage, differences in the timing and form of fret addition 
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between Republic of Azerbaijan and Iranian Azerbaijan regions highlight nuanced dynamics. 

Grounded in órevivalô theory, this research contributes to understanding cultural continuity 

and transformation within the meso-regional context of Azerbaijan, emphasizing the role of music 

as an identity signifier and cross-cultural transfer. By exploring the legacy and evolution of qopuz, 

this presentation sheds light on the dynamic interplay between preservation and change in micro-

regional musical cultures, aligning closely with the conferenceôs third topic. 

Keywords: Azerbaijan-Turkish Ashiq Art, Qopuz, Saz 
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ABOUT THE PRESERVATION OF LOCAL ETHNO -CULTURAL TRADITIONS (ON 

THE BASE OF BORCHALI ASHIQ ENVIRONMENT)  

Azerbaijani ashiq art, which is perceived as a single system, is also studied in the context of 

individual local areas. One of the local cultural areas distinguished by its unique performance and 

creative traditions is Borchali ashiq environment. The roots of ashiq-study in Borchali district, one 

of the great settlements of ancient Turkic tribes, go back to the deep layers of history. 

Representatives of the Borchali environment based on the ñsingle sazò performance and 

accompanied by any instrument (or instruments) did not change their ashiq melodies into rhythmic 

form and did not modernize it. Ashiq songs were developed in Borchali in classical style. Therefore, 

the ancient variants of saz melodies are more typical for the Borchali ashiq environment. Along with 

the peculiarities of the repertoire and performance, the principle of the structure and tuning of 

Borchali saz was one of the main factors in the formation of local qualities and regional peculiarities. 

Tuning the instrument in Borchali by specific methods creates a different harmony, a special 

harmonic- melodic tone in the sound of ashiq melodies. Thus, traditional ashiq melodies are 

manifested in different versions performed by Borchali ashiqs. 

It should be noted that the isolation of Borchali district from Azerbaijan for certain historical 

reasons made it necessary to preserve and transfer national and spiritual values, ethnographic way 

of life, blood memory and centuries-old traditions coming from the generation. Playing the role of 

a kind of shield against foreign ethnocultural influences, Borchali ashiq-study not only performed 

such fateful tasks, but also retained its primordiality and authenticity. From the point of view of 

studying the issues such as ethnogenesis, musical thinking, folklore and ethnography of the Turkish 

people of Borchali, an integral part of the Azerbaijani people, the study and preservation of 

ethnocultural traditions existing in Borchali is of great importance. 

Keywords: Borchali, environment, ethnocultural tradition, ashiq art, saz instrument, specific 

feature, performing style 
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MUSIC AND SHAMANISM: ON THE PROBLEM OF THE PSYCHOTHERAPEUTIC 

EFFECT OF SHAMANIC MUSIC  

Music in shamanic traditions has more than a century-long history of its study. There are at 

least six research approaches with different directions within, which in some cases are intertwined 

[Sychenko 2020]. The music-psychological approach is a special area of research, as it takes the 

study beyond the humanities, into the realm of biology. It requires special knowledge and training, as 

well as the work of interdisciplinary teams. The aim of the article is to review and analyse the main 

trends within the ñbiologicalò approach to the study of shamanic music. 

Starting with the famous book by Gilbert Rouget [Rouget 1980], which has become a classic 

work in the field of studying the problem of ñmusic and tranceò, the author will  review the results of 

this vast area of musicological research. However, the problematic is not exhausted by this direction. 

Since the 60s of the XX century, special laboratory studies have been conducted to investigate the 

influence of various types of music on the neurophysiological parameters of the human body. Such 

studies, aimed at obtaining practical results that can be used in music therapy, have achieved 

considerable success. 

Shamanic music includes instrumental and vocal parameters, each of which plays a role in 

achieving an altered state of consciousness. However, these two parameters have been unevenly 

studied: researchers have mainly focused on the rhythmic technique of the shamanic drum. 

Meanwhile, as our long-term research shows, vocal technique also contains within it mechanisms that 

help to enter a trance state. Some research results on the vocal techniques of shamans will  be presented 

in this paper. 

Keywords: music, shamanism, trance, music therapy, vocal techniques 

 

The author of this article has been studying shamanic music of the peoples of South Siberia 

and Nepal for many years, as well as comparing and verifying the results obtained in other regional 

traditions [Sychenko 1990; 1992; 1997; 2001a, b; 2004; 2006; 2009a, b; 2021a, b; Sytchenko 2004a, 

b; 2006; etc.]. In order to organise the accumulated experience in the study of shamanic music, an 

article has been published, highlighting the main areas of its study and the main scientific approaches 

[Sychenko 2021ʘ]. One of the most intriguing questions was and still is the question of the 

psychophysiological impact of shamanic music: on the shaman himself, his patient, and the audience. 

In case of disclosure of all the mechanisms of such an impact ï and it seems that it has a place, no 

one doubts ï the possibility of using these mechanisms in modern music therapy is not excluded. 

Here we will talk about the music-psychological approach, which explores the relationship between 
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music and particular states of consciousness, sometimes defined as trance, ecstasy, possession, altered 

/ special / extraordinary / non-ordinary / shamanic, etc. states of consciousness.  Most often, scientists 

talk about trance and/or altered states of consciousness (ASC). Itôs part of a field that weôll call ómusic 

and tranceô for short.    

In 1980, Gilbert Rougetôs landmark work ñLa musique et la transe: Esquisse d'une th®orie 

g®n®rale des relations de la musique et de la possessionò was published, the first to be fully devoted 

to this issue. A second edition, substantially expanded, was published ten years later [Rouget 1990]. 

The book dealt with a wide range of different phenomena related to trance and for the first time posed 

a number of problems and methodological questions. At the forefront were questions about the 

relationship between music (as well as dance) and trance states and the role that music, music-making, 

dance and movement play in the process of achieving such states.  

G. Rouget considered the problem of music and trance in a comprehensive manner, at the 

intersection of two main approaches ï cultural-anthropological and musical-psychological, but the 

first turned out to be dominant. The scientist considered the contexts and conditions in which the 

influence of music manifests itself, for what reasons human communities constantly resort to musical 

expression to establish a connection with the world of the sacred.16  

All these issues are extremely important for the study of shamanic music, which, however, 

the book examines on the basis of very limited material at the time. These are the works of 

ethnographers, historians of religion, very few works of musicologists, discs and films. For G. Rouget, 

as well as for many other researchers (see, for example, [Siikala, 1978]), the unconditional priority in 

terms of the shamanôs achievement of ASC was drumming. 

However, the author avoided discussing too technological aspects that require interaction 

between representatives of the natural sciences and musical anthropologists. Such interactions are 

quite rare in practice. Natural science research on the topic of music and trance has long been a 

separate field and is developing mainly in two directions. In the first, related to practical psychology, 

the works are inscribed in the broad context of music therapy as a direction of paramedicine. The 

orientation of this kind of research, aimed at the applied use of music, along with hypnosis, in 

relaxation systems for the correction of many psychological states [Caterina, Bunt 2006], excludes 

the widespread use of shamanic music as aimed primarily at sensual arousal. 

The second, which can be designated as musical-physiological, is directly involved in the 

study of the impact of music on human psychophysiology, regardless of the nature of such impact. 

This type of research is based on instrumental hardware techniques and mainly describes the impact 

of shamanic and other ñtranceò music on various structures of the brain, heart rate, breathing, body 

temperature, hormonal levels, and other indicators. This area has a history of several decades and 

currently continues to develop in several large scientific centres (see, for example, [Aldridge, Fachner 

2006; Fachner, Rittner 2011; Gingras, Pohler, Fitch 2014; Harner 2010; Jilek 1982; Kjellgren, 

Erikson 2009; Neher 1962; Woodside, Kumar, Pekala 1997]). 

In 2011, Ruth Herbert published an article in which she essentially outlined the state of play 

in the study of music and trance, which we still have to some extent today. She wrote: ñA small but 

significant body of recent research has successfully crossed the boundaries between ethnomusicology 

and psychology, and both disciplines are demonstrating a growing interest in capturing the interaction 

between music, context, and individual consciousness. The phenomenon of trance is a striking 

 
16 This became characteristic of many subsequent studies (as an example, I will cite the works of R. Jankowsky 

[Jankowsky 2007], M. Roseman [Roseman 1991], J. Sarno [Sarno 2008] and many others). 
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example of the interaction of consciousness and specific cultural contexts, and interdisciplinary 

approaches will be highly relevant for future research.ò [Herbert 2011: 201]. 

R. Herbert describes in detail the work of G. Rouget, highlighting its strengths and 

weaknesses. Among the first is the discovery of the existence of various types of trances using music. 

Music helps to achieve a state of trance, although the effectiveness of music does not depend on 

immanent formal ñtrance propertiesò such as certain rhythms, timbres, etc. The trance reaction is 

conditioned by culture and is based on acquired expectations, and is also associated with the ritual 

context. Rouget notes that music is a way of creating an emotional climate that exteriorizes trance 

and, thus, socializes it [Herbert 2011: 201]. 

Among the shortcomings of G. Rougetôs work, Herbert notes the omission of entire cultures 

and their music, as well as the ignoring of individual musical experiences associated with trance. 

Meanwhile, this has become one of the notable directions in the study of the problem in recent years. 

In this regard, she considers the important work of Judith Becker, published a quarter of a century 

after G. Rouget17, in which a further attempt is made to unite such areas of research as 

ethnomusicology, psychology and neurobiology [Becker 2004]. Becker complements the study of 

collective rituals with an analysis of the individual experience of a ódeep listenerô or a ótrancerô, as 

she calls this figure. She also explores the relationship between music, trance and emotion, and draws 

more closely on the body of work in the natural sciences, which has grown considerably by this 

point.18 Becker does not deny the presence of immanent qualities in trance music, especially in the 

rhythmic sphere, but supplements them with cultural associative links, individual qualities of the 

person ï the trance subject ï and the possibility of ASC control. Nevertheless, she had to recognise 

that the problem of music and trance is far from being solved and that purely scientific methods are 

not a panacea. ñWhereas the sciences of biology and neuroscience are central to explaining the 

phenomenon of tracing, trance as inner experience cannot be understood entirely within a scientific 

framework, within a biological orientation while simultaneously acknowledging the special gnosis of 

tracing that cannot and need not be explained.ò [Becker 2004: 1-2].  

Since the focus on the individual experience of trance is best suited to shamanic practice, and 

the question of its controllability is one of the most important, J. Beckerôs work remains very useful 

for further research in this area. In the case of shamans, instrumental methods of study are actually 

very problematic, as a practising shaman can hardly be studied with instruments in a laboratory. 

Therefore, it is not surprising that there are still no works in which such studies have been conducted 

with the participation of bearers of authentic shamanic tradition. A legitimate question arises: how to 

study shamanic music in terms of its relationship to the ASC? 

I have noticed that research on music and trance has most often looked at cultural contexts 

and, more recently, individual experience. To a lesser extent, they consider the structure of the 

musical-poetic text. Among the rare works dealing with the musical structure, or musical texture, of 

the shamanic s®ance, our attention was drawn to the essay by Francesco Giannattasio published in a 

 
17 To be fair, Beckerôs first óresponseô to Rougetôs book, which came out in English translation in 1985 (from the 1st 

edition), was back in 1994 [Becker 1994]. 
18 She proposes a waste bibliography on this subject, mainly by American authors.   
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collective monograph on Nepalese shamanism19 [Mastromattei, Giannattasio, Villa 1988]. The 

monograph realises a comprehensive interdisciplinary approach, combining essays of anthropologist, 

ethnomusicologist and psychiatrist. F. Giannattasio, who took part in the field study of the Tamang 

shamanic tradition, conducted a study in which he used: his own records and interviews; records of 

Nepali shamans of different ethnic groups made earlier by R. Mastromattei; and the experience of the 

American anthropologist Larry Peters, who tried to study the Tamang shamanic tradition from the 

inside [Peters, Price-Williams 1980]. Based on G. Rougetôs idea that in the shamanic tradition trance 

is controlled and induced by the shaman through the music he performs, Giannattasio directed his 

attention to identifying the ómusical technique of tranceô [Mastromattei, Giannattasio, Villa 1988, 

185]. 

The results of the study showed that such techniques exist. In four of the studied shamans, the 

following were observed: an average rhythmic pulsation frequency of around 5 beats per second; an 

initial heterorhythm between singing and percussion; an increase in the tempo and intensity of the 

sound; and synchronisation of body movements and the percussion instrument. Three of them showed 

hyperventilation during the trance entry stage, and one showed a transformation of the rhythmic 

pattern and an automatic increase in breathing at the moment of entry into trance [Mastromattei, 

Giannattasio, Villa 1988, 217].  

Comparing the results obtained with the personal experience of immersion in shamanic 

practice described by L. Peters, F. Giannattasio concluded that the mechanisms used to achieve trance 

were similar. The difference was that the American researcher lacked the cultural background and 

knowledge of the Tamang language that would have enabled him to fulfil the functions of a shaman. 

Thus, F. Giannattasio was able to show that there are both culturally specific and universal 

mechanisms in the music and trance relationship. He not only discovered and described some musical 

techniques for entering trance, but also established a correlation between the state of trance and 

changes in the elements of musical structure available for observation in audio recordings. This allows 

his approach to be used in further analyses, including audio and video recordings of shamanic sessions 

available in archives. 

Since the author of this article belongs to the Russian ï in a broad sense ï school of 

ethnomusicology, which is still based on the study of large corpora of notated musical texts, 

supplemented in recent years by computer analyses, the study of shamanic music of the Turkic-

speaking peoples of South Siberia involved recording, notation transcription and complex analyses 

of musical and poetic texts, including analyses of timbre articulation. It allowed us to discover a 

certain mechanism in shamanic singing, which has been defined as órespiratory vibratoô [Sychenko 

1990; 1992; 1997; Sytchenko 2004 a, b]. This mechanism lies in the use of different types of breathing 

techniques incorporated into the singing process itself. Shortly after the discovery of such a technique 

in Chalkan and Kumandin shamanin singing [Sychenko 1990; 1992], my colleague Regina 

Nazarenko discovered it also in the shamanic singing of the Shors [Nazarenko, Arbachakova 1999]. 

Then I have discovered other vocal techniques from Sagay and Beltir shamans as well [Sychenko 

1997; Sytchenko 2004a] and carried out a typology of Shor shamanic intonation20 [2001a]. For 

notation of the vocal technique of respiratory vibrato, in view of its exceptional importance for 

 
19 F. Giannattasio has also studied the interaction of music, ASC and traditional therapies in some African cultures [Coppo, 

Giannattasio, Misiti 1988]. In addition, a second Italian edition of Rouget's work has recently appeared under his 

editorship, with a preface that gives an extended panorama of the state of the art in the field [Giannattasio 2019]. 
20 This typology relies on the method proposed by Vladymyr Mazepus [Mazepus 1998]. 
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shamanic singing21, I have proposed a special notation symbol [Arbachakova 2010: 68]. This 

technique literally permeates the entire text of the shamanic kamlanie, published in the volume on 

Shor folklore22 [Arbachakova 2010: 368ï383]. 

Within the framework of the same methodology, Yu. S. Gorbacheva has relatively recently 

carried out a study of a complete recording of a shamanic session conducted by the Chalkan 

shamaness A.K. Abasheva to search for and capture the soul of a sick patient [Gorbacheva 2017]. 

The musical component of the ritual was fully transcribed and analysed with special attention to the 

transformations that all parameters of the musical language underwent when entering and leaving the 

trance state. Special attention was paid to shamanic intonation: relevant types of intonation forming 

a hierarchical system were singled out, their distribution at different moments of the ritual was shown, 

and a conclusion was made about the close relationship between the internal content of the ritual, the 

state of trance, all parameters of the organisation of the musical text and the change and 

transformation of the types of ritual intonation. 

In the study by Y. S. Gorbacheva, the causal relationship between music and trance is not fully 

disclosed, but it confirms the presence of hyperventilation mechanisms, increased tempo and intensity 

of sound in the vocal behaviour of the shamaness. The absence of a drum did not allowed her to trace 

the correlation between instrumental and vocal components, but clearly confirmed the relationship 

between the vocal component ï shamanic intonation ï and the technique of achieving trance. 

There is no need to prove that the works devoted to the study of the musical component, the 

musical text, the sounding matter itself in the total volume of works on the problem of the connection 

between music and trance are clearly insufficient. Meanwhile, they are extremely necessary, because 

they allow us to trace the universal principles of shamanic music. Our review shows that this kind of 

research, as well as complex analyses of shamanic texts, continue to be the most relevant directions 

of the study of music in shamanic traditions. 

A certain supertask of such studies is to substantiate the interpretation of shamanic music as a 

cultural phenomenon that includes special vocal techniques associated with altered states of 

consciousness, since the use of the latter is a necessary condition for the existence of shamanic 

traditions [Sychenko 2021 b]. This could be a significant contribution to the development of the 

problem of music and trance. 
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USING SHAMANIC MUSICAL TRADITIONS IN CONTEMPORARY MUSIC THERAPY  

In the 21st century, music therapy has become a vital therapeutic modality offering holistic 

approaches to a wide range of health and well-being issues. Despite its potential, music therapy faces 

a number of challenges and changing perspectives. A major issue in Azerbaijan is the lack of 

standardized regulations and certifications, resulting in variability in practice and qualifications 

among practitioners, potentially impacting the quality of therapy. 

My research into overtone and throat singing has shown how traditionally associated with 

shamanic practices, these methods have a profound impact on emotional and psychological well- 

being, helping to overcome internal barriers and improve interpersonal relationships. They also 

promote a healthy release of pent-up emotions, often caused by a lack of emotional intelligence 

training. 

In rhythmic therapy, the use of percussion instruments has demonstrated that human 

metabolism is dependent on brain rhythms. Fast music aligns body rhythms, including heart rate, with 

active brain states (alpha, beta, gamma). Conversely, slower rhythms lower the heart rate and 

breathing, shifting the brain rhythms into theta and delta states, which opens up space for 

subconscious exploration and coding of the mind. 

Additionally, vibrational resonance therapy, rooted in Tibetan culture, uses Tibetan bowls and 

gongs for deep sound and vibrational harmonization. These instruments create unique frequencies 

that affect the body and mind, promoting relaxation, stress relief, and energy balance. Vibrational 

therapy affects cellular structures and circulation, restructuring water molecules in the body, which 
 

affects overall metabolism and health. Acoustic cavitation from intense acoustic waves further 

enhances this therapeutic effect. 

Masaru Emoto's research shows that water can absorb and transmit human thoughts and 

emotions. Singing bowls with their powerful vibrations penetrate the body and charge the water 

molecules, deepening the therapeutic effect. Understanding these methods through ethnomusicology 
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enriches our knowledge of their cultural and therapeutic applications, revealing both universal and 

specific elements. 

Keywords: Music Therapy, Challenges, Training, Research, Cultural Sensitivity, Innovation 
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EXPLORING MUSIC THERAPY: TRADITIONAL INFLUENCES AND MODERN 

PRACTICES IN KAZAKHSTAN  

Music therapy (MT) is gaining popularity worldwide, including in Kazakhstan, aiming to 

harmonize internal states. However, while various methods exist, their effectiveness is often hard to 

evaluate due to a lack of empirical data. In Europe MT involves active client participation (musical 

improvisation), while in Central Asia, it is more passive (receptive form) and focusing on traditional 

instruments sounds. In European therapeutic programs, there is no universal way to influence music 

on all people in the same way. Kazakhstan emphasizes timberôs dual acoustic and psychological 

properties, using it universally method for psychological well-being. 

It is no coincidence that timber, as qualitative characteristic of sound, includes such concepts 

as ñkonyrò dauys, ñkonyr dybys (ñdeepò voice, ñlowò sound). Consideration of the connection 

between the objective-material and subjective-psychological properties of sound is the key to 

understanding the psychophysiological influence of traditional instruments. For the first time in this 

study, two notable projects are analyzed ï Raushan Orazbayevaôs music therapy concert ñAkku sazyò 

(Swan tunes) and Serik Nurmoldayevôs ñEtnotherapyò, which are empirically valuable. Thus, these 

therapies are seen as transformed versions of shamanic practices in modern realities. 

  In international music therapy (MT) practice exist numerous methods, schools, models, and 

techniques, as well as various ways of practicing and understanding the area of MT. In modern 

music therapy techniques, there is no single program that affects everyone in the same way. Music 

is used individually, depending on the specific situation of the client, with their active participation 

ï this is known as the performance (improvisational) approach. In Central Asia (CA), a unified 

listening approach is employed, where recipients passively listen to familiar traditional melodies 

without active involvement. In contrast to European methods, where music serves as one element 

of the therapeutic session with a focus on the relationship between therapist and client. In CA, 

sound/timbre is used as a universal method to influence a personôs psychophysiological state. 

Differences between aspect could be seen in the Table 1.   
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     Table 1 

 

Aspect 

 

Europe 

 

Kazakhstan 

Method Individualized Universal 

Approach Performing Listening 

Clientôs Role Interactive Passive 

Music selection Tailored individually Traditional melodies  

Archetype of Sound Varies by Client  Cultural and Shamanic 

traditions  

 

  The main components that characterize intervention-based music therapy, according to 

leading experts Sheryl Dyleo and Joke Bradt (2007) are as follows: 

1. The music therapist must be certified, demonstrating proficiency in both music and therapeutic 

practice; 

2. The therapy process is personalized, involving assessment, treatment, and ongoing evaluation;  

3. A broad variety of musical experiences are utilized in the therapy; 

4. The therapeutic relationship between the client and therapist is cultivated through musical 

interaction. It is also important to note that in European programs, a music therapist must possess 

knowledge in the fields of psychology or psychotherapy (p. 445).  

As can be seen, the primary focus is on building relationships between the therapist and client, 

where music serves as the instrument through which the therapeutic process is carried out. What 

appears to be important is ñhow the therapy is conducted?ò (i.e., the process itself), rather than ñwhat 

instruments are used in the therapy?ò (i.e., the specific actions or musical instruments). One of the 

pioneers in MT, Kenneth Bruscia (2014), emphasizes the need to understand not only ñmusic in 

therapyò, but also the concept ñmusic as therapyò. Based on the aforementioned information, the 

World Federation of Music Therapy (WFMT) defines music therapy as follows (We provided the 

latest definition): 

ñMusic therapy is the professional use of music and its elements (sound, rhythm, melody and 

harmony) as an intervention in medical, educational, and everyday settings with individuals, groups, 

families, or communities who seek to optimize their quality of life and improve their physical, social, 

communicative, emotional, intellectual, and spiritual health and well-beingò (WFMT, 2011, 

https://www.wfmt.info/about).   

 In the Europe, music therapy and the profession of music therapists are well-established both 

theoretically and practically, and are carried out by professionals. In Central Asia (CA), the situation 

differs: music therapy is rooted in archaic forms, where musicians with knowledge of folklore fulfill 

the therapeutic function without a scientific basis. In Kazakh culture, practices such as shamanism 

have been used for centuries and continue to evolve. Today, two forms of therapy stand out: ñThe 

Swan tunesò (ñAkku Sazyò) performed by Raushan Orazbayeva and presented ñEthnotherapyò by 

Serik Nurmoldayev. These forms represent modern versions of shamanic practices ï derivational and 

restitutive, which we have identified, based on the classification Abraam Pershits (2007):  

1. Relict forms of shamanism are extremely rare, as they require continuous transmission 

of tradition from teacher to student, a process that is almost impossible in modern conditions. 

2. Derivational type of shamanism, according to Yuriy Sheykin (1999), is the most 

widespread. They are characterized by a conscious transformation of shamanic functions, with an 

emphasis on the artistic aspect and adaptation to performance settings. This is also observed in 

Kazakhstan, where therapeutic sessions are transformed into concert versions of shamanism to meet 

the needs of modern society. 
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3. Restitutive forms of shamanism involve either the revival of a broken practice or its 

imitation. Revival occurs when an individual identifies of yourself as a shaman, endowed with 

extrasensory abilities and shamanic lineage. Raushan Orazbayeva, a hereditary shaman, believes that 

her ancestors assist her in therapy. Her music sessions have traits of restitutive shamanism, grounded 

in the inheritance of a gift and an intrinsic need to heal. Shamanic imitations, such as those practiced 

by Serik Nurmoldayev, are based on the reproduction of folkloric traditions without deep shamanic 

self-identification. Nurmoldayev uses ethnic instruments and creates a staged version of shamanic 

practice. Both his ethnotherapy and Orazbayevaôs sessions adhere to the fundamental principle of 

shamanism ï healing through sound, without the use of psychedelics. Therefore, music therapy in 

CA, while transformed, remains linked to archaic shamanic practices. 

The therapy consists of 24 kuys titled ñAkkuò, specifically chosen for its thematic relevance 

(Baikuatova A. and Nurtaza R. 2023). In Kazakh culture, the swan (akku) is a sacred symbol of purity 

and loyalty, linked to the upper world and proto-Kazakh totems. The kobyz's form and sound 

techniques, resembling the swanôs cry, reflect its deep connection to shamanic rituals, where sound 

imitation is a key element for creating a magical effect. Most kobyz kuy are based on sound imitation, 

which was central to shamanic practices, allowing communication with the spirit world. 

A distinctive feature of the concert is the continuous performance of the kuys in quintal tuning, 

immersing the listener in an altered state of consciousness. Quintal kuys are older than quartal ones 

and share the repetitive structure of baksy saryns (translated as ñmotive, tune, melody of Shamanò), 

reflecting their origin in ritual practices. Repetition in the kuys facilitated the baksyôs attunement to 

healing rituals, amplifying their power. 

 

 
 

The photos directly from two therapy session. 

In Serik Nurmoldaevôs ñEthnotherapyò, eight compositions are performed, beginning with 

sybyzgy (wind instrument) to set the participantsô mood. The recorded pieces, created with traditional 

instruments, convey the emotional state of the performers, serving as conduits between the cosmos 

and recipients. The use of 30 traditional instruments creates a unique psychological effect, 

transforming music into a form of ñlivingò magic. The vibrational power of these compositions, 

absorbed from the performers, is key to their psychophysiological impact, promoting personal growth 

and releasing blocked emotions. Distinctive elements of each therapy illustrate in Table 2.  

Table 2 

The Swan Tunes Ethnotherapy 
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Continuous 1,5 hours live soundscape  Followed by recorded pieces  

Quintal tuning and sound imitation 30 traditional instruments create unique 

vibration 

Induces altered states through repetitive motifs   Vibrations release blocked emotions 

Reflects ancient shamanic rituals and healing Emphasizes the ñlivingò energy of performers  

 

 Therapeutic programs follow a three-part structure: introduction, middle, and conclusion. 

In Orazbayevaôs concert, the themes include: ñevilò, ñstruggleò, ñbalanceò and ñblessingò. A similar 

structure is observed in Nurmoldayevôs ethnotherapy, with the themes of ñfearò, ñtrialò ñbalanceò and 

ñloveò. Each part of the two therapy is represented by specific themes that guide the therapyôs 

emotional and psychological progression, with the corresponding musical compositions helping to 

achieve the therapeutic goals. Both programs utilize the methods of psychocatharsis and 

psychoresonance. The listener experiences the negative effects of personal experiences, leading to 

release in the middle of the session and achieving inner balance by the end.  

In the circular visual representation could be seen the structure of two therapies (see Scheme 

1). Each stage is connected to the central theme ï ñBalance, Blessingò. 

Scheme 1: Structure of Therapies 

 

 
Sound impact is used to enter an altered state of consciousness for both the therapist and the 

listeners. Instruments used in therapeutic sessions (kobyz, sybyzgy, shankobyz, asatayak, dombra) 

have ancient roots and are based on folklore, making them especially effective for 

psychophysiological impact. Timbre plays a significant role, connecting objective reality with 

subjective imagery. Timbre is the character of sound, combining both acoustic (as sound is physical 

vibrations perceived by hearing) and psychological elements. Notably, timbre as a qualitative sound 

characteristic includes concepts such as ñkonyr dauysò, ñkonyr dybysò (ñdeepò voice, ñlowò sound). 

The most important acoustic properties of timbre, particularly in shamanic rituals, are overtones and 

noise components that accompany the fundamental tone. ñThe use of overtones in kobyz kyuis is one 

of the important means of musical expressionò (Utegalieva, p. 88). It is well known that ñwithout the 

kobyz, the healing ritual could not take place at all, as in shamanic belief, the kobyz with its fantastic, 

rare timbre was supposed to have a magical effect on otherworldly forces. The expressive capabilities 

of the kobyz in the hands of a baksy are still remembered among the people todayò. It is known that 

the kobyz, with its unique timbre, was considered an essential element of shamanic rituals, capable 

of influencing otherworldly forces. 

The universal characteristics of these therapies include: 

1.The sound impact of traditional instruments; 
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2.The collective format of the sessions; 

3.The therapy concepts align with global methodologies, such as Aristotle's ñpsychocatharsisò 

i.e., cathartic release, and Pontvikôs concept of psychoresonance. The listener experiences the 

negative effects of personal experiences, leading to release in the middle of the session and achieving 

inner balance by the end; 

1. The therapies are receptive in nature, involving passive listening without interactive 

participation.  

The analysis of the two therapies revealed the following functions: 

1.    Cognitive-enlightening ï throughout the therapy, participants demonstrate a growing 

interest information in the origins and primordial roots of Kazakh traditional music, facilitated by the 

valuable information provided on this subject.  It should be noted that this needs to learn about 

folklore music arises in all participants, regardless of ethnicity or cultural traditions, indicating the 

universal impact of the therapies. 

2.    Emotional-expressive ï the psycho-emotional release occurs through the unblocking of 

personal experiences, with negativity being processed through the perception of traditional instrument 

sounds. The most expressive release occurs during the main stage of the music therapy concert, and 

in the concluding stage of ethnotherapy. 

3.    Aesthetic ï the formation of a special attitude toward traditional music, contributing to an 

understanding of the meanings embedded in traditional instruments, their craftsmanship, and their 

sacredness (in the concept of the world center ñBaiterekò, as a universal symbol of the cosmic model 

of the world).  

Thus, the practical framework of the aforementioned therapies meets various psychological, 

social, and cognitive needs of the recipients. Modern adapted shamanic practices are based on the 

method of sound impact, used in the healing sessions of shamans. This explains the relevance of 

ancient healing methods, as humanity, despite technological progress, seeks natural forms of 

interaction with nature. Therefore, humanity consciously strives for this source of primordial roots. 

The link  between modern European techniques and the methods of music therapy in CA is 

the therapist. As previously noted, the relationship between therapist and client is crucial, and in the 

programs in Kazakhstan, the therapist also plays a pivotal role in the outcome and success of the 

therapy. The performer of traditional instruments, as the therapist, influences the psychological state 

of the client. The energy emanating from the performer-therapist is crucial in the healing session.  

1. Therapist as a Central Figure: 

  The therapist-client relationship is in both modern European music therapy and Central 

Asian (CA). The success and outcome of the therapy heavily depend on the therapist's influence. 

2. Performer as Therapist: 

   In CA music therapy programs, the performer of traditional instruments acts as the therapist. 

The therapistôs energy and connection with the client are critical components of the healing process. 

3. Energy Transfer in Therapy: 

   The energy emanating from the therapist (performer) influences the psychological state of 

the client. 

Music therapy is a dynamic and multifaceted field, with various approaches and methods. In 

European countries, the focus is on individualized therapeutic sessions, where music is a tool 

supporting the relationship between therapist and client. In CA, however, a listening approach is used, 

where the primary focus is on the impact of traditional melodies and timbre, reflecting the cultural 

characteristics of the region. 

Shamanic practices in Kazakhstan, viewed through the lens of modern music therapy 

programs, demonstrate the adaptation of archaic healing methods to contemporary conditions. These 

programs, despite being in concert form, retain the essence of ancient shamanic healing, based on the 

impact of sound. The structure of therapy and the personal involvement of the performer, who also 
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acts as the therapist, are both crucial. Thus, music therapy practices in Kazakhstan, despite their 

transformation, continue to serve important psycho-emotional and social functions, promoting the 

harmonization and healing of individuals through deep engagement with traditional music and 

culture. 
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ADALAT NASĶBOV AND THE TRADĶTĶONS OF ĶNSTRUMENTA PERFORMANCE ĶN 

THE AZERBAĶJANĶ ASHYG ART 

The formation of the performance culture of the gopuz, which is considered a sacred musical 

instrument of the ozan-ashyg art with a millennium history, and the saz instrument, which is regarded 

as its modern successor, has passed through various stages of development. One of these stages is 

related to the formation of modern Ashyg art and instrumental performance traditions. The Western 

ashyg environment, distinguished by the professional standards of saz performance and its master 
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ashyg, Adalat Nasibov's creativity, is characterized by the instrumental presentation of ashyg tunes. 

Since the second half of the 20th century, the instrumental performance of saz melodies has become 

widespread in Western ashyg art. This process was directly related to the creativity of a group of 

master ashygs. "The ashyg songs "Yanig Karami," "Dubeyti," "Ruhani," "Mikhayi," "Jalili," 

"Nakhchivani," "Bash Saritel," and dozens of others sung by Adalat Nasibov have gained new life 

in saz performances." In his performance, both the instrumental and vocal parts of the melody were 

combined, gaining new tones and reaching a new level of professionalism. The demonstration of 

virtuoso skill in playing the saz, as well as the performance of various mughams and colorful 

variations in the interludes, played between vocal parts, etc. serves as manifestations of specific 

aspects of performance traditions within different environments. Nonetheless, the completely 

instrumental interpretation of melody can be considered a new and, so to speak, modern example of 

this art. In this sense, Ashyg Adalat's creativity has become an example for younger representatives 

of ashyg art and thus has given impetus to the creation of a new direction. 

Keywords: ashyg art, Adalat Nasibov, instrumental performance, virtuoso, professional, 

modern 
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GɽNNADY TUMAT ï THE GREATEST THROAT SINGING PERFORMER  

Gennadi Tumat (1964-1996) from Tuva, one of the greatest throat singers ever. Tuva in central 

Siberia is the land of khººmei, throat singing. The Tuvan language is a Turkic language. A throat 

singer is called khººmeizhi. There are and have been many khººmeizhi, but only once or twice in 

a generation a singer is called great. Gennadi Tumat was one such singer. His importance lies not 

only in his remarkable khººmei style (he mastered all five main khººmei styles), but he developed 

a style all his own, a feat that is only reserved for the truly great. His khººmei knew no boundaries. 

He (co-) founded two ensembles that have become influential and quintessential: The Tuva Ensemble, 

and Ay Kherel ("Moonlight"). Both ensembles still exist today. He was a prolific composer/lyricist; 

his songs are still sung. Gennadi Tumat's musical legacy has inspired whole new generations of 

khººmei singers in Tuva. 

In my presentation I will  give an overview of five years of my working as a concert agent and 

a as record producer with Gennadi Tumat (from 1991 to 1996). I'll  discuss his importance, influence, 

and career, based on Pan Records' archival sources, extant literature, and on memories of people who 

worked with him. I'll conclude by again stressing his importance as one of the greatest khººmeizhi. 

Keywords: khººmei, throat-singing, Tuva, Pan Records, overtones, the Tuva Ensemble, Ay 

Kherel ensemble 

 

Gennadi Tumat was born on 25 February 1964 in Khandagaity in the region of ¥v¿r in the 

south of Tuva, close to the border with Mongolia. At six years of age Gennadi learned khººmei 

singing from his father.  

Not only learned Gennadi Tumat to master the five main styles of khººmei (sygyt, kargyraa, 
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khººmei, ezengileer, borbangnadyr) he could sing in many more sub-styles, and even developed a 

style uniquely his own, a feat that is only reserved for the truly great. Sygyttyng borbangnadyry (also 

called kishtediri) is sygyt singing in borbangnadyr style, and is now known as the Gennadi Tumat 

style. 

A good singer "has a very rich, full sound with a distinguished melody, and with a steady, 

sometimes pulsating, fundamental" (van Tongeren 1994: 78). Undoubtedly Gennadi Tumat was one 

of the very best, with an excellent control over the whole gamut of harmonics. 

He started his career in the state ensemble Sayan as early as 1983. Gennadi travelled already 

with the Sayan ensemble to France in 1983, to Japan in 1985, and to Germany in 1987 (Oorzak 2012: 

55-56). In 1990 he co-founded the Tuva Ensemble. In 1993 he was awarded the title of "People's 

Khººmeizhi". In 1994 he left the Tuva Ensemble to found the ensemble Ay Kherel23. 

Ay Kherel not only performed (khººmei) songs, but also staged rituals, story-telling, and 

games, like kham (a shaman ceremony), kh¿resh (a wrestling match), kazhyktar (a game with sheep 

knuckle bones), footbag playing, d¿rgen chugaa (tongue twisters) and tevek (a game with a circle of 

braided hair). All (except kham) were innovations in stage performances of Tuvan ensembles and 

meant to give the audience an impression of Tuvan culture. Some worked on stage, others didn't. 

Here's a witness report of a 1994 Ay Kherel performance in Toronto by Andrew Timar. 

Andrew Timar has been active in Torontoôs New Music and World Music scenes since the 1970s as 

a composer, musician, teacher, arts administrator, and as founding editor of MUSICWORKS, a 

Canadian avant-garde music magazine. Andrew is also a noted gamelan activist. In 2024 the 

Indonesian government awarded him the Anugerah Kebudayaan Indonesia (Indonesian Culture 

Award), citing his four-decade career as a composer, suling (bamboo ring flute) and gamelan player, 

recording artist, educator, researcher and hybrid gamelan musician in Canada. 

"I recall an unusual aspect of that performance, something I'd never seen at a concert before - 

or for that matter, after! Without warning, well into the concert, the musicians started to play an 

extended game of footbag (aka 'hacky sack' in N. America). From my point of view it was a perplexing 

addition to the concert - charming perhaps for a few minutes, but their game went on & on! (...) The 

extended footbag scene felt like an odd intrusion into an evening of music, as if suddenly we were in 

a theatrical ethnographic reenactment set in an imaginary yurt. I had the impression that the staging 

of such khººmei-based performances designed for foreign touring was still in its early stages, that is 

the elements of what met foreign audiences' expectations of a "staged music concert" was still being 

worked out. (...) I figured that the group game was meant to give the impression of "authentic" Tuvan 

culture staged for a foreign audience. It seemed to me I was witnessing the birth of an odd sort of 

ethnographic theatre which didn't fit preconceived Western notions of a staged music concert for a 

paying audience." (Messenger, 20240723). 

Gennadi Tumat's Ay Kherel was highly innovative with its presentation on stage. Andrew Timar gives 

an excellent analysis of the stage approach of Ay Kherel, I could not have worded it better.  

 
23 One would expect Ay Kherel to end after its founder died, but apperently not so in Tuva. Vladimir Soyan, who was a 

member of Ay Kherel in the beginning, continued to use the name for his own ensemble that henceforth I will call 

Vladimir Soyan's Ay Kherel. This Ay Kherel made two CDs on the Lithuanian label Kuk¿ Records (released in 2004 and 

2008). When travelling to Vilnius with Dutch ensemble Pekel in May 2001, I ran across them in the studio, recording 

their first CD. Vladimir Soyan was accompanied by three Tuvan musicians who were half his age. I took the occasion to 

pay Soyan a royalty fee for his part as studio / accompanying musician on Gennadi Tumat's solo-CD "My Homeland 

¥v¿r", and asked him to bring equal sums in cash to Tuva to hand over to the other accompanying musicians, as well as 

to the accompanying musicians on Nadejda Kuular's solo-CD (namely Omak Tumat, Stas Danmaa, Sergey Ondar, Otkun 

Dostay, Kara-kat Soyan, Boris Mongush, Vladimir Mongush, and the Sayan Ensemble). Vladimir Soyan's Ay Kherel 

stopped performing before 2010. 
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With Ay Kherel I organised five concert tours in various countries in 1994 and 1995. With the Tuva 

Ensemble I organised countless concerts, tours, and other activities.24 

In 1994 Ay Kherel took part in the opera production of Noach25 of the Netherlands Opera in 

Amsterdam. Noach, is an avant-garde opera with strong free-jazz influences and musical 

improvisations. In Noach the members of Ay Kherel were impersonating the (sounds of the) elements 

through (improvised) khººmei singing and as actors they participated in the production.26 

In 1991 and 1992 my company Pan Records released two CDs of the Tuva Ensemble (see fig. 

1) with Gennadi Tumat's participation. In 1993 the German company Network Medien released a CD 

of the Tuva Ensemble27 titled "Tuvinian Singers and Musicians. Chººmej Throat-Singing from the 

Center of Asia". In 2000 Pan Records released Gennadi Tumat's posthumous solo-CD "My Homeland 

¥v¿r". In 2025 Pan Records plans to release a CD of Gennadi's ensemble Ay Kherel, with studio and 

live recordings of the mid-1990s from the archive of Pan Records. 

Tumat's texts were praised everywhere. He sang about the beauty of his home area, nature, 

and his family and relatives. And he sang about khººmei singing. ñSinging should always be from 

the heart, or with soulò (Van Tongeren: 1994). 

 ñWhen performing, I think about what I am doing because I am representing my people and 

I want to share the tradition the best way I can. I know I have limited time for these visits and if I start 

missing home, it will affect my work. So I prefer not to think about it.ò (The Straits Times, Singapore, 

10 June 1995) 

Today he is remembered as one of the greats of khººmei singing. He died on New Year's Eve 

of 1996. 

 

Gennadi Tumat's influence 

To try and paint a picture of Gennadi Tumat, I have collected quotes of more-or-less influential 

people in world music, who met him and/or were present at his concerts in the 1990s, followed by 

some recent quotes with reactions to his video on YouTube. 

1. Gary Cristall, folklorist, organiser, writer, programmer of the Vancouver Folk Music 

Festival in the late 1980s and early 1990s, gives his recollections of how the Tuva Ensemble came to 

Vancouver in 1992:  

"Before I received a call from Bernard Kleikamp my knowledge of Tuva in 1991 was 

restricted to two things. One was a newly published bookðTuva or BustðI had read a few reviews 

of. The other was my youthful stamp collection which contained a few diamond shaped stamps with 

exotic animals on them from somewhere called Tanna Tuva. Then Bernard Kleikamp called me and 

asked if I was interested in bringing some traditional Tuvan musicians to my festival in Vancouver. I 

canôt quite remember where I was, but it was away from home and the office. Bernard was an agent 

with whom I shared an appreciation for the finer things in world music. He had made some good 

 
24 An overview of my work with Tuvan musicians ("Concerts and other activities of Tuvan musicians in the 1990s 

mediated by Bernard Kleikamp") has been published in the online electronic magazine "The New Reserach of Tuva", no. 

3, September 2024 (https://nit.tuva.asia/nit/issue/view/63). 
25 Noach is Dutch for 'Noah', the biblical figure. 
26 I wrote about that in my essay "The biblical flood and its overtones: the opera of Noach with the participation of Tuvan 

throat-singers", which is based on my presentation in June 2023 at the 2nd Symposium of the ICTMD Study Group on 

Global History of Music (in Palermo, Sicily). 
27 I acted as intermediate in this production. 
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things possible at the festival I ranðThe Vancouver Folk Music Festival. Now he was somewhere 

with a bunch of Tuvan musicians and wanted to know if I wanted to bring them to Vancouver. He 

held up the phone and wonderful music came down the line along with some unearthly vocalizing. I 

was excited. It was a deal! A few months later my excitement was shared with thousands of festival 

audience members." (e-mail, 20240311) (see fig. 2). 

2. Min Tanaka is a world-renowned Japanese dancer and actor, active since 1966. Tanaka was trained 

in ballet and modern dance, but in 1974 turned his back on these forms. Tanaka organized an "outdoor arts 

festival," which was largely unfamiliar in Japan at the time, by utilizing a mountain village in Yamanashi 

Prefecture, where he lived from 1988 to 2010. He formed an executive committee to curate a diverse program 

featuring contemporary art, architecture, physical expression, Japanese folk arts, and traditional performances 

from around the world (official web site: http://www.min-tanaka.com). 

"I was fortunate to encounter Gennadi Tumat and the Tuvan Ensemble members. We met each 

other for the first time when we worked on an opera in Amsterdam (Noach, 1994), and I then sincerely 

hoped to invite them to an outdoor art festival (Art Camp Hakushu28) that my fellows and I organized 

utilizing Japanôs rural environment. At a time when there were no such outdoor events in the country, 

they presented an exceptional performance no one had ever seen and strongly impressed the audience 

in that very rare setting. All that happened because nothing other than their pure, beautiful presence 

inspired me. Since then, they have become my precious friends even though we canôt see each other 

so often." (e-mail, 20240813). 

3. Choduraa Tumat is a throat-singer and multi-instrumentalist from Tuva. She graduated on 

the Department of National Instruments, Kyzyl College of Arts (1995) and later from the East-

Siberian State Academy, Faculty of Arts in 2002. Choduraa works as a teacher of Tuvan traditional 

music instruments and khººmei at the Pedagogical College of Tuvan State University in Kyzyl and 

is also the leader of the all female ensemble Tyva Kyzy (Daughters of Tuva). She was the first woman 

to hold the honorific of "People's Khººmeizhi". 

"I saw him on stage a few times, and once in 1990 or 1991 before the concert in my village, 

they all were preparing to dress at my school. And personally I met him in 1994 or 1995 spring, at 

home of my teacher when I was a student of Music College. Many times I saw him on TV. Later, I 

started to learn Tuvan khººmei from his recordings (from your company Pan Records' albums). I have 

listened to the Tuva Ensemble and Tumat's CD and recordings maybe over 1000 times." (20240620 

via WhatsApp). 

4. Istvan Santha. Hungarian musician, musicologist, researcher, and concert organiser, 

member of the Hungarian Academy of Sciences (20240915 via WhatsApp). 

"I remember this time very well, because it was after my trip to Tuva in '93. We met 

accidentally in Budapest after the concert in front of a place called Tilos az A (on 25 June 1994). 

There was a festival and during this festival they played there. I invited them to my garden, We first 

went to Lake Velencei. They were happy to swim there. After that we went to my place in 

PilisborosjenŖ village in the Pilis Mountains, where at that time I lived in a garden, it was practically 

a summerhouse, but I lived there permanently. And I organised a small party (see fig. 3), a kind of 

picnic, with Hungarian goulash made from a sheep. (...). I was young and it was after the 90s 

revolution in the socialist movement with illusions and ambitions. They were part of this. (...). They 

were very open, we could drink without agression. (...). 93-94 was not a happy moment in Tuva, it 

 
28 "Art Camp Hakushuò was held in Yamanashi Prefecture. The event took place from 1988 to 2010, with over 1000 

performance in total. 
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was an anti-white colonial movement and it was not clear if Tuva would remain part of the ex-Soviet 

Union, or was there another way to manage a new life. (...). But in my garden it was a real moment 

and not (a kind of) propaganda. I could speak Russian well at the time, and (the Tuvans and I) we 

could speak about everything. It's very sad that a few years later Gennadi died, that was a sad moment 

for me to remember (...)." 

5. Syldys Tumat 

"I am the fifth of 6 boys, Gennadi was the oldest. There is a brother Omak, you know him, 

also a khººmei singer. The youngest brother Sayan was also a khººmeizhi. Unfortunately, he died at 

36 years old. There is Gennadi's grandson Arthur. He plays the chadagan, and his talent for khººmei 

reveals itself. He also has a nephew, who is also interested in khººmei." (e-mail, 20240606). 

6. My own recollections of Gennadi Tumat. 

I've written quite a few essays over the last four years about my work with Tuvan musicians 

in the 1990s. Gennadi Tumat has often been mentioned in those but almost always in a neutral way. 

Never have I mentioned what an incredibly nice man he was. I've worked with him and his ensembles, 

The Tuva Ensemble, and Ay Kherel, for about five years and met him many times in the first half of 

the 1990s. When once (in 1991 or 1992) I told him that I was interested in historical footage of Tuvan 

throat singing, then on his next concert tour, in April 1992, he brought the 3LP-set from Melodiya, 

titled Pesnyi i Melodii Tuvy, and also two 3-hour VHS video for me to borrow and copy. On those 

VHS cassettes he had collected all TV- and film footage of himself and the Tuva Ensemble up until 

about 1990. In the meantime I have put some of that video footage on my Youtube channel 

"Pansdelight", under the playlist "Tuva" and will continue to do so. 

When, after the summer of 1993, I had to make a choice which of the two ensembles of Tuvan 

throat singers that I had worked with so far I would like to continue working with in the future, the 

ensemble of Gennadi Tumat, or the ensemble around Kaigal-ool Khovalyg, I chose Gennadi Tumat's 

ensemble. In later years when people asked me what my choice was based on, I always said I preferred 

the more traditional approach of Gennadi Tumat. Now that I look back on it after 30 years, I think 

that was not the full story. I had a soft spot in my heart for Gennadi Tumat, that's why I chose to work 

with him. And of course he was a great singer. I remember him as always smiling when we met. 

7. On the occasion of Gennadi Tumat's 60th birthday (had he lived), 25 February 2024, I published a 

video of Gennadi Tumat performing a sygyt song at the WDR folkfestival in Cologne, Germany, 4 July 1994, 

on my YouTube channel "Pansdelight". At the time of writing (December 2024) this video has been watched 

35,000+ times in just over nine months, and has garnered a panoplexy of reactions, like:  

Å His khººmei knows no boundaries, itôs simply a miracle!!! 

Å It's a shame we lost such a guy! 

Å This is Gennadi Tumat, his unsurpassed, unique performance of throat-singing. No one has yet been 

able to replicate his style! (Youtube 20240603). 

Å I think he has no equal in performing sygyt even among Tuvans. 

Å There is no such voice on earth. 

 

Conclusions 

Organising concert tours, like fieldwork, is not just an on-and-off thing. Often it is (the start 

of) a relationship that continues until one of the "partners" retires, or even dies. I stayed friends with 

many of the musicians that I organised work for in the 1980s and 1990s. Undoubtedly, if Gennadi 
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had not died, we would still have been friends today and possibly be working together. For instance, 

I am still friends with Kaigal-ool Khovalyg, who was with Gennadi in the Tuva Ensemble in 1991 

when I first met them and started to work with them. In this essay I'm putting (my work with) Gennadi 

Tumat, his ensembles and the tours that I organised for them in focus and historical perspective. 

This presentation is part of an ongoing research. In 2017 I was asked by a representative of 

the Tuvan Ministry of Culture and the Center of Tuvan Traditional Culture to write the story of my 

involvement with music from Tuva in the 1990s. This is part of that story. 

So far this is my seventh essay on the subject. It may be the last because from my point of 

view the subject is nearly exhausted. It is appropriate that this last essay of the series is devoted to 

Gennadi Tumat, one of the greatest of khººmei singers. 
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Photo captions 

Fig. 1. The Tuva Ensemble. Left to right, Kaigal-ool Khovalyg, Kongar-ool Ondar, Gennadi Tumat. 

24 February 1991. Royal Tropical Institute Amsterdam. Photo by Bernard Kleikamp. 

Fig. 2. Left to right, Gennadi Tumat, Sergey Ondar, Anatolii Kuular. 9 July 1992, Niagara Falls 

(Canadian side), a sidestop on their way to the Vancouver Folk Music Festival. Photo by Bernard 

Kleikamp. 

Fig. 3. Ay Kherel (Gennadi Tumatðguitar, Vladimir Soyan, Orlan Chudekpen, Leonid Oorzhakð

chanzy), 26 June 1994 in PilisborosjenŖ, Hungary. Photo by Istvan Santha. 
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After the independence of the Kyrgyz Republic, the viability of Kyrgyz traditional music 

evolved significantly. In the complex globalized context of modern society, preserving folk traditions 

now requires a comprehensive cultural policy at the state level. A bearer of traditional musical art 
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must be prepared for research work, which involves systematically collecting musical material, 

notating it in complete vocal-instrumental form with performance remarks, and studying the 

traditional forms of the artôs existence, social conditions, and the psychology of ustats (masters) and 

shakirts (students), as well as public perception of this art form. The bearer-archivist, as a documenter 

of tradition, combines performance practice with the collection and systematization of materials 

related to traditional music, including musical notations, audio-video recordings, texts, instruments, 

legends, and statements. Meanwhile, the bearer-teacher plays a vital role by using authentic 

recordings of great masters, ensuring that these recordings are accurately notated and aligned with 

the entire performance complex. The ability to master the secrets of performance is impossible 

without a deep belief in the value of this profession, a value that society must recognize and uphold. 

The bearer-musician is a keeper of traditions... The training of Kyrgyz traditional music bearers has 

long followed the "ustat-shakirt" system, where students, or "shakirts," learned orally in real-life 

conditions by accompanying their teachers during performances. However, the Soviet education 

system disrupted this tradition, replacing it with academic standards and leading to the loss of many 

traditional compositions and practices. In the modern world, characterized by rapid technological 

changes, the preservation and development of traditional cultures face both challenges and 

opportunities. Information technology, including social networks, provides new avenues for 

disseminating and preserving traditional music. Bearers of traditional music are now compelled to 

master these modern technologies, using them as essential tools to study, preserve, and popularize 

their cultural heritage, thereby contributing to the continued evolution of Kyrgyz traditional music. 

Keywords: Kyrgyz traditional music, cultural preservation, tradition bearer, ustat-shakirt system, 

researcher-archivist, performance practice, information technology in cultural heritage 
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THE THESIS OF THE REPORT ON THE TOPIC: "THE WORK OF GIZAT SEITKAZIN 

IN THE TRADITIONAL DOMBRA MUSIC OF THE KAZAKHS OF  

XINJIANG (CHINA)"  

This article is devoted to the study of the work of the famous musician, traditional performer, 

composer, kuishi of the XX-XXI centuries Gizat Seitkazin (1942-2011) in Xinjiang (China). The 

creative activity of the nugget performer is closely connected with the dombra music of the Kazakhs 

of Xinjiang. As it is known, the term "kuishi" functions in the traditional instrumental music of the 
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Kazakh people. The compositional art of kuishi G. Seitkazin is considered from the point of view 

of his compositions related to the theme, as well as performing skills. 

The article is based on exclusive materials collected by the author of the publication as a result 

of searching and systematizing various archival documents, personal correspondence, meetings, 

recordings of conversations and interviews. G.Seitkazin was not only a virtuoso performer, but also 

the author of many songs and kuys that left an indelible mark in the hearts of the Kazakh people. 

Usually, compositions coming from the composer's pen will certainly find their performer and 

listener, because this is exactly the whole point of his work. 

The traditional work of Kazakh folk composers in China has deep historical roots and a rich 

cultural heritage. Composers create music that reflects the unique features of the Kazakh people, their 

customs, traditions and worldview. In addition, Kazakhs living in China are influenced not only by 

the Kazakh musical tradition, but also by Chinese culture. This synthesis of various musical traditions 

makes their work unique and memorable, not only preserves the traditions and culture of the Kazakh 

people, but also contributes to their promotion and popularization beyond borders. 

Kazakh folk composers such as Gizat Seitkazin are carriers of traditional dombra music and 

guardians of the musical heritage of their people. 

Keywords: dombra, kuishi, composer, China (PRC), Xinjiang, Tarbagatai, tradition, music 

 

The traditional creativity of Kazakh folk composers in China has deep 

historical roots and a rich cultural heritage. Composers create music 

demonstrating unique features of the Kazakh people, their customs, traditions 

and worldview. Moreover, Kazakhs living in China are inspired not only by 

national musical culture, but also by Chinese culture. This synthesis makes 

their work unique and memorable, while preserving the values of the Kazakh 

people and contributing to their promotion and popularization outside the 

borders. 

In Xinjiang, an autonomous region of China, where a significant number of 

Kazakhs live, dombra is a symbol of national identity. 

Given article is devoted to the study of works by Gizat Seitkazin being a prominent representative 

of the traditional Tarbagatai dombra school in Xinjiang (or XUAR29). He was a famous musician, 

performer playing the national dombra instrument, composer and kuishi30. 

Seitkazin G. was a talented descendant, follower and continuer of the performing art by 

Kairakbai Shalekenuly (1828ï1877) and Bazgalam Aikynbayuly (1860ï1932). Following their 

performing tradition, the composer was able to carefully preserve and pass on part of his creative 

heritage to a new generation of musicians, becoming a 'golden bridge' between the past and the 

present. 

The kuis31 by Bazgalam and Kairakbai, in Gizat Seitkazin's performing version and 

arrangement, impressed listeners with their extraordinary virtuosity, variety of stroke techniques 

and metro-rhythms, while creating their own unique individual style in music. 

The personality and work of the kuishi-composer began to attract many researchers from the 

Xinjiang Uygur Autonomous Region (XUAR) during his lifetime (Nurlikhan N., Kyzken Y., 

 
29 XUAR is Xinjiang Uygur Autonomous Region 

30 Kuishi is a musician who plays Kazakh folk instruments and performs works by both folk composers and his own 

compositions.  

31 A kui is a genre of Kazakh instrumental music.   
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Zhakypbek Zh., Shaken Zh.) and many others. However, most of the available literature and 

information published in XUAR were in the çtote jazuè32 script which caused difficulties for 

researchers from other countries and regions of Kazakhstan when reading and deciphering. The 

limited availability of information and sources in studies on dombra music of Kazakhs in XUAR 

still remains relevant today. 

The article attempts to identify and examine the creative facets of Gizat Seitkazin's composition art 

in terms of his works related to themes, as well as performing skills. 

Given article is based on exclusive materials collected by the author of the publication as a result of 

research during folklore and ethnographic expeditions to Urumqi (PRC) conducted in 2007 and 

2010. 

All information about the composer was systematized from various archival documents, personal 

correspondence, meetings, recordings of conversations and interviews both in China and in 

Kazakhstan. 

The first meeting with Gizat Seitkazin took place in Almaty (Kazakhstan) at International 

Festival in 2009. He was specially invited to participate in the Festival, where he proved to be a 

brilliant kuishi performer. 

Seitkazin G. was not only a virtuoso performer but also the author of many songs and kuis 

that forever remained in the hearts of the Kazakh people. The compositions created with the pen of 

the composer invariably found their performer and listener. Because this was the whole point of kuishi 

creativity. 

 

   
              

 

 

When he was performing on the big stage of the Kazakh National Conservatory named after 

Kurmangazy and at the Dzhambul Central Kazakh Philharmonic Society in Almaty, the audience 

kept applauding for a long time and did not let the kuishi go. He performed kuis of his own 

composition: çKorkem Zhaēērè (çBeautiful Zhaēyrè33) and çArpalysè (çFightè). They were a great 

success. 

Among his compositions çDauēlpazè kui deserves special attention. It was created based on 

Maxim Gorkyôs work çThe Stormy Petrelè. In 1986 çDauēlpazè kui was performed by Gizat 

Seitkazin's student Erkin Yergen and won the highest reward at the International Competition of 

 
32 çTote jazuè is a script in Arabic alphabet introduced in 1926 by educator Ahmet Baitursynov 
33 Zhaiyr is the name of a mountain in the Tarbagatai region of XUAR. 

                    Seitkazin G.  In the photo: A. Ulkimbaeva, G. 

Seitkazin, B.Igilik and S.Utegalieva 
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Traditional Performers among Chinese composers. The author received an Honorary Diploma of 

çGloryè. 

Seitkazin's work includes more than 15 kuis of his own composition, such as çSagynyshè 

(çYearningè), çAke Tilegiè (çFather's Wishè), çArmanè (çDreamè), çArdagerè (çVeteranè), 

çDostar-aiè (çFriendsè), çBaldaurenè (çChildhoodè), çSaparè (çThe Pathè), çSary Kaskanyn 

Sarynyè (çMelody of the Light-Headed Oneè), çZhan Syryè (çMystery of the Soulè), çTogyskan 

Tilekè (çCherished Desireè), çTaitalasè (çCompetitionè), çKasimbaiè (the kuishi's name), 

çYntymak Zhenisè (çVictory of Unityè) and others. 

Seitkazin G. composed over 60 songs based on his own words and the verses of other authors. 

They are as follows: çDumanymè, çTugan Zher Atamekenè (çHomeland Atamekenè), çTaktadaè 

(çAt the Blackboardè), çZhaksy Kelinè (çKind Daughter-in-Lawè), çAk Sunkarè (çWhite Falconè), 

çKaragai Bastauè (the name of a locality), çMunayshi Karyndasè (çSister of Oil Workerè), çAk 

Syrgaè (çWhite Earringsè), and many other songs. They are very widely known among the people. 

Nowadays, Gizat's songs are successfully passed down from generation to generation. The best 

examples from the kuishi's compositions are preserved in the archival audio collections of radio and 

television in Xinjiang Uygur Autonomous Region and Beijing, and were also recorded on radio in 

Kazakhstan (2011). 

In addition, the composer's kuis were notated by the author of the article in the book çAlystagy 

Shugylaè (çDistant Shiningè), published in 2011. As we can see, the themes of the above-mentioned 

compositions were diverse. Basically, they were all dedicated to close people and events surrounding 

the composer: to his father ï çAke Tilegiè, to veterans ï çArdagerè, to friends ï çDostar-aiè, to çSary 

Kaskan's Sarynè. There are also kuis expressing the composer's state of mind, such as çArmanè, 

çSagynyshè, çZhan Syryè, etc. Each work stands out for its lyricism and clarity of interpretation, 

purity of national color. 

Listening to Gizat's kuis, one can imagine that instrumental music came easily to him. In the 

element of melos there is a sense of ease and a certain freedom of composerôs thinking. It is confirmed 

by the performance of the kuishi himself. Knowledge and understanding of folklore have been 

demonstrated in the composer's work since his early years, embodied in his own compositions. From 

the richest heritage of folk creativity, the composer drew on what he liked and received inspiration, 

creating various images of nature and pictures of folk life. 

The composer's life was not easy, as he went through a difficult journey. From the very 

beginning, he faced a challenging fate. Gizat Seitkazin experienced severe political changes among 

ethnic minorities in Xinjiang (1966-1976). During the most desperate moments of his life, the 

composer tried to stay positive thanks to his two-stringed dombra, which brought into existence many 

songs and kuis that enriched the golden fund of Kazakh musical culture. All the talents and 

achievements of the composer became the pride and national treasure of future generations. His son, 

Duman Gizatuly, is following in his creative work. 

Gizat Seitkazin's original works and performing style are really distinctive. The kuishi has 

developed his own author's and performing style: extracting soft and gentle sounds on the dombra 

neck with his left hand and creating smooth, winding movements with his right hand, leaving an 

indelible impression on the listener. The root is that Gizat's beautiful compositions have inherited the 

musical and performing traditions of his ancestors' dombra art. 
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The melody and variety of performing techniques create an aesthetic effect. Strokes and 

rhythmic forms, methods of pressing on the perne34, musical phrases and melodic micro-motives (S. 

Utegaliyeva's term), figurative skill, sound coloring ð all these characterize the traditional features 

of the 'shertpe' style in Kazakh dombra music of Xinjiang. 

However, the melodies of Gizat Seitkazin's kuis are distinguished by their new trend of motifs. 

They are unique and unlike each other. When I met the composer, he told how in his youth he played 

the Chinese musical instrument pipa35 [3]. He most likely used those elements of his playing 

techniques as for the dombra. Therefore, the musical and stylistic ingenuity of the kuishi-composer, 

embodied in his work, has such a vital force, preserved in the memory of the people. 

The musical skills of Gizat Seitkazin are characterized by techniques of sound production on 

the instrument, which include çshertip tartuè (playing with a pluck) [1, 54] and çtermeè (from the 

word çterip oynauè ï selectively). In this technique, the thumb and index finger of the right hand 

simultaneously perform alternating movements across the strings. When performing the çilmeè 

stroke (plucking upwards), the index finger of the right hand is most often used. 

 

ˉ 1  - çAke Tilegiè 

 
 

ˉ 2 -  çDauēlpazè 

 
ˉ 3 - çSary Kaskanyn Sarynyè 

 
The kui-player was able to reproduce all these techniques in such an expressive form that each 

sound of the dombra stands out for its beauty of sound combined with diverse rhythms. 

The main intonation and rhythmic complex, which sounds at the beginning of the kui and 

consists of repeated sounds and rhythms, represents an individual micro-motive that sets the general 

tone of the composition as a whole. In the process of developing the composition, this motive is 

intonationally repeated in different registers of the dombra. 

 
34 Perne are divisions on the dombra neck acting as a function of notes 

35 The pipa is a Chinese fourïstringed plucked musical instrument of the lute type. 
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Particularly expressively, the kui-player emphasizes the repeating melody sound by 

performing descending and ascending movements on the neck of the dombra, conveying the 

sensation of a curling sound. 

In order to expand the dombra repertoire and promote folk art among musicians in 

Kazakhstan, various activities are carried out, such as participating in and collecting folklore 

materials during ethnographic expeditions, recording and preserving songs and kuis by different 

performers on audio devices, and arranging and transcribing folk music for various instruments, 

including European ones. 

As researcher Bekenova A. states in her article, through the arrangement and transcription of 

Kazakh folk music samples, a national concert repertoire is formed and expanded [2, p. 2]. In 

conclusion, I would like to say that folk composers such as Gizat Seitkazin are the bearers of 

traditional dombra music and custodians of their people's musical heritage. The musician's work in 

the dombra tradition of the Kazakhs in Xinjiang (China) is an essential part of this ethnic group's 

cultural legacy. Moreover, the activities of such musicians include not only performing music but 

also composing new works that preserve the traditional style and passing on the art of playing the 

dombra to future generations. 

An important factor is the preservation and development of national music, as well as 

supporting cultural ties between ethnic Kazakhs in China and those living in other countries. 

Studying regional styles, performance manners, and instruments of traditional kui performers has 

provided a deeper understanding of the local characteristics of Kazakhs living abroad. 
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Abstract. This article is dedicated to the work of the outstanding Yakut folk singer and 

founder of national stage dance culture, S.A. Zverev-Kyyl Uola (1900-1973) and traces the 

development of the singer's performing style within the context of the historical and cultural 

environment of Yakutia in the first half of the 20th century, presenting his creative path at the origins 

of the emerging Yakut musical art. The book examines his development as a performer ï a singer-

improviser, an olonkhosut (folk singer), a lead singer, a choreographer of national Yakut dances 
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(osuokhai), and a poet. Being simultaneously a singer, author, dancer, choreographer, and an expert 

in folk art, Yakut customs, and rituals, S.A. Zverev-Kyyl Uola combined living folklore traditions 

with his own amateur artistic endeavors in his work, contributing to the development of professional 

musical art in Yakutia on these foundations. 

Keywords: Yakut folk music, S.A. Zverev-Kyyl Uola, Yakut folk singer, olonkhosut, Yakut 

national song tradition, Yakut folk dances, osuokhai, lead singer, Yakut professional musical art. 

 

The famous Yakut folk singer, lead singer of the national round dance Osuokhai, expert in 

ritual dances, and shamanistic mysteries, Sergei Zverev-Kyyl Uola (1900ï1973) played an important 

role in preserving and fixing the genres of Yakut folklore, forming amateur creativity and professional 

art on their basis. 

The name of S.A. Zverev became known to the general public from the end of 1930, thanks 

to publications about him in the republican press. The phenomenon of his work has been studied by 

musicologists S.A. Kondratyev, E.E. Alekseev, G.G. Alekseeva; art critics R.P. Makarova, A.G. 

Lukina, A.N. Zvereva; folklorist V.V. Illarionov; linguist N.E. Petrov; and literary scholars G.K. 

Boeskorova, G.M. Vasilyeva, N.I. Bugaeva and D.S. Zvereva [1; 2; 3; 4; 6-9; 19; 12-19]. 

The life and work of this famous ethnophore was the subject of mainly popular literature and 

memoirs [7; 9; 11]. Bibliographic indexes were published [20; 21]. 

In the 1920sï1950s, in Yakutia, as elsewhere in the national autonomies and fraternal 

republics of the Union, processes of new cultural construction were actively underway. The musical 

culture of these peoples was experiencing a new stage in its development ï traditional forms of 

creativity entered into interaction with genres emerging on their basis in professional art. 

Ethnophoresðthe bearers and connoisseurs of national culture, folk singers, and performersðserved 

as a kind of bridge between oral folk and written forms of art. As a result, new forms of creative 

expression emerged: amateur performances, folk theater, and so on. Yakut folk singers played a major 

role in this process. 

In Bashkiria, there were baigush, wandering Bashkir singers, and sesens, improvisational 

poets. In Western Asia and the Caucasus, there were ashugs (from the Arabic and Turkic ashik, 

meaning lover), professional folk poets and singers, performers of dastans [18, p. 47]. In Central 

Asia, there were bakhshi in Uzbek, bagshi in Turkmen, and bakshi in Kyrgyz, folk storytellers and 

poets who sang, accompanying themselves on the dutar and domra [18, p. 59]. Kazakh folk singers, 

akyns Dzhambul Dzhabayev (1846ï1945) and Toktogul Satylganov (1864ï1933), performers of the 

komuz, became the founders of national Soviet literature [18, pp. 24, 171, 547]. Mongolian solo 

singers, duuchi, who performed drawn-out urt-duu songs and "body dances" (bielge), were also well-

known. For example, Ishdulam (1876ï1954), a Mongolian composer, founder of Mongolian theater 

art, organizer of amateur performances, and director of dance performances [22], was a prominent 

figure. Similar musical and historical processes took place in Yakutia. 

Sergei Afanasyevich Zvereve-Kyil Uola was born in the Tyubyaysky nasleg of the Suntarsky 

ulus of the Vilyui district of the Yakutsk region at the turn of the 20th century in the area of Tyubyay-

Zharkhan. The local Yakuts trace their origins to settlers from Central Yakutia in the 1640s. The 

Vilyuy region has historically served as a unique highway along which people migrated from the 

southwest to the northeast. Movements also occurred from south to north. This region became the 
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second primary center of Yakut settlement. Initially, these were small hunting groups from the Lower 

Vilyuy, followed by hundreds of Zharkhan and Bordon people, who, as noted above, migrated from 

the upper reaches of the Sinyaya River to the Middle Vilyuy, all the way to its headwaters. Alongside 

them were the Khangalas and Nam Yakuts. By the second half of the 18th century, the Vilyuy colony 

numbered up to 20,000 people, and by the mid-19th century, up to 50,000 Yakuts. Four uluses 

(districts) were formed here, of which Suntarsky was one of the largest. Moreover, their populations 

were comparable to those of the Yakut Okrug. Thus, this was a crossroads of ancient cultural 

migrations and diffusions. The Vilyuy cultural tradition in Yakut folk art was formed here. This 

includes the storytelling school and style (G.U. Ergis, N.V. Yemelyanov, V.V. Illarionov, A.A. 

Kuzmina, and others). For example, "b¿l¿l¿¿ kºt¿µ" ï flight (jumps) in Vilyuy style ï was often used 

by the future master in his stage dances [14, pp. 40-41]. 

The unique hunting and taiga pastoral life of the Suntar Yakuts influenced the formation of 

the folk singer's personality. Having experienced the fate of a khamnachchyta farmhand, he acquired 

extensive life experience. The geography of his wanderings across Western and Southwestern 

Yakutia, from the Olenka River to the Olekma River and even to the Amur River basin, is impressive. 

S.A. Zverev experienced the unique challenges of mining in the Bodaibo mines and working at the 

Kempendyay saltworks. His numerous contacts with representatives of other cultures, particularly 

Russian and Tungus, are noteworthy. 

Communication with shamans Nikon Vasiliev-Nyykan and Yrdyan Dyakyp provided him 

with essential knowledge of ritual practices. He observed their actions and participated in some of 

them himself. A singer-artisan-demiurge who combined extensive everyday practice with diverse 

industrial skills, S.A. Zverev was also a co-creator of the cultural environment from which he 

emerged. The identity of this folk singer was finally formed in the villages on the crest of the Soviet 

cultural revolution. In the 1920s, he was an active participant in social processes. For example, he 

performed his storytelling repertoire at Ysyakh festivals, at new Soviet celebrations, and during 

workdays. Since 1938, his repertoire has been recorded, documented, and published. He also became 

involved in the literary process, becoming a member of the Writers' Union of the Yakut ASSR. 

The widely known and world-renowned Yakut ethnomusicologist E.E. Alekseyev, like the 

first Yakut composer M.N. Zhirkov, who collaborated with S.A. Zverev, drew attention to the singer's 

comprehensive and profound knowledge of Yakut musical folklore. He wrote about S.A. Zverev's 

improvisations in one of his fundamental monographs [2, pp. 192-199]. In his opinion, the mastery 

of folk songwriters lies in their ability to achieve extreme expressiveness and vividness of musical 

imagery without exceeding the limits of limited scales [2, p. 194]. The ethnophore, singer, and folk 

performer S.A. Zverev possessed all of this in full measure. 

In the 1940s, his artistic talents were fully revealed. From 1942, having joined the 2nd Nyurba 

Traveling Collective Farm Theater, he participated in theatrical productions, where he gained 

considerable stage experience. Zverev participated in the major transition from olonkho to 

professional art (G.I. Vasiliev, I.V. Pukhov, G.G. Alekseeva). The famous olonkho "Kulun kugas 

attaakh Kullustai Bergen" ("Kullustai Bergen on a Red-Brown Stallion"), which was part of his 

storytelling repertoire, was staged for the first time. 

Zverev was directly involved in new cultural trends. In 1943, he was invited to join a creative 

team that included such figures as M.N. Zhirkov, D.K. Sivtsev-Suorun Omollon, and N.M. 

Zabolotsky, to create a national theatrical repertoire in Moscow in collaboration with Moscow 

musicians and directors. 

Zverev served as one of the consultants in the production of the national theater's landmark 
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productionsðthe first Yakut opera, "Nurgun Bootur" (1947), and the first Yakut ballet, "Sir Simege" 

("Wildflower"), set to music by M.N. Zhirkov and G.I. Litinsky. It should be noted that, thanks to 

this fruitful collaboration, Sergei Zverev interacted closely with his colleagues and other folk 

performersðUstin Nokhsorov, Ioakim Izbekov, and others. It is believed that they mutually enriched 

their knowledge and skills in the field of folk art. These figures represented a different regional 

cultural tradition. 

A trip to Moscow and interaction with prominent figures in Russian culture gave Zverev a 

powerful creative impetus, enabling him to create his most significant poetic works. Among them, 

for example, is the poem "Uluu Moskuba tuhunan toyuk" ("The Tale of Great Moscow," 1944). He 

subsequently expanded the themes of his works. Boeskorov concluded that these were successful 

variations on ritual and everyday songs that had become obsolete by that time [6, p. 32]. A significant 

analysis of his poem "The Tale of Great Moscow" occupies a prominent place, using it as an example 

to demonstrate Zverev's strengths in his ability to practically apply the visual means of his native 

language [6, p. 60]. His significance as an "improviser of new original songs on contemporary 

themes" is particularly emphasized [6, p. 62]. Among his works are ñAikhal eyiekhe, Aar taikhaò 

(ñGlory to you, gray taigaò), ñKihi uonna taasò, ñOrguhuohtaah kyysò, ñWot Kuduluò, ñMin 

surekimò, ñSuohaldyya Tolbonnoohò, the tragedy ñHara sahylò (ñSilver Foxò), ñKunuU yryataò 

(ñSong of Jealousyò), ñKegeò (ñCuckooò), ñSulluur yryataò (ñSong of Passionò), ñKhatat algyhaò 

(ñBlessing of the Flintò), ñTװhװlge toyugaò (ñSong of the Holidayò). These works have been widely 

studied in the literature. 

Ethnomusicologist G.G. Alekseeva posed the problem of one of the first attempts to combine 

the folk-dance culture of the Yakuts with classical elements of choreography [4, pp. 91-95]. 

Researcher R.P. Makarova, based not only on folklore recordings and memoirs, but also on archival 

materials, wrote a study on the history of the stage dances of S.A. Zverev. Following M.Ya. 

Zhornitskaya, A.G. Lukina analyzed the purely choreographic aspects of the folk singer's work. In 

her opinion, Sergei Zverev was convinced that many Yakut dances associated with beliefs "do not fit 

the ideology of the present time, therefore there is no need to write about them" (political and 

ideological demands did not allow presenting Yakut dances in their true light) [14, p. 36]. Although 

it was ritual dances that were the source from which he drew his creativity, A.G. Lukina demonstrated 

this in her work [14, pp. 10-86, 156-157]. S.A. Zverev-Kyyl Uola staged the famous Yakut classical 

dances: ñPatternò, ñAlgysò, ñSitimò, ñSelbireskeò, ñKhotoyò, ñKymys Urdeò (about 30 in total), as 

well as the opera-ballet ñSuohaldyya Tolbonnoohò (1959). And here tradition and professional art 

came together and were fused. 

A native of the Suntar hinterland, a bright representative of the Vilyui tradition, S.A. Zverev-

Kyyl Uola witnessed the modernization processes of the early 20th century. He was not a passive 

object of these epochal events. He acted as an activist for the cultural revolution in the villages, 

transmitting traditions into the professional art of Yakutia. It is worth noting that, unlike folk singers 

from other regions of the country and abroad, he combined a wide range of traditional professional 

talents and skills. While akyns and bakshis were more renowned as singers, there were also skilled 

dancers among them (influenced by Muslim cultural traditions), but few could master these skills 

equally. In this sense, Mongolian duuchis are close to Yakut folk performers. Perhaps this was due to 

the ethnocultural characteristics of the two deeply connected peoples. 
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It is no coincidence that this creative individual and the versatile talents of a folk artist, poet, 

singer, and artist found vibrant expression within the nascent musical theater. 

A living folk tradition, Yakut dance, and popular song are the fundamental qualities of this 

talented artist. S. Zverev-Kyyl Uola represented the convergence of diverse cultural trends, some of 

which required a long period of development. However, natural talent and favorable cultural and 

social conditions accelerated the adaptation of traditions in the nascent professional culture and 

imbued it with specific characteristics. 
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SOUND AS A HERITAGE: IN SEARCH OF TURKIC SOUND ARCHAIC IN MODERN 

INSTRUMENTAL MUSIC OF KAZAKHSTAN  

In living musical traditions, innovation is always closely intertwined with preservation. 

Prominent figures in oral art bring their discoveries to the structure of instruments, compositional 

thinking, and related forms and genres. An art that seems to have existed today for eternity was once 

invented and performed for the first time on previously unseen instruments. The history of the musical 

traditions of the nomads of Eurasia remembers more than one period of prosperity and innovation, 

which is reflected in the structure of instruments and methods of playing music on them. Almost 

every ancient instrument that has come down to us contains traces of these ancient inventions. 

The last hundred years have been marked by successive stages of intensive invention. Under 

the influence of the written culture of the West, instruments were transformed in search of shapes, 

sounds and tunings suitable for orchestras. Not always such experiments turned out to be 

incontrovertible. In evaluating reconstructed instruments, an important criterion was compliance with 

sound ideals, in our case, the sound ideals of Kazakh traditions rooted in the common Turkic past. 

Timbre becomes the main criterion in the ñinside-outsideò opposition. 

In the paper, I plan to highlight some experiments on the design of Kazakh instruments as well 

as on the use of European instruments and electronic music in a new ñKazakhò key. Using the example 

of prima kobyz, electric dombra, spectralist, and electronic works by composers of Kazakhstan, as 

well as new types of ensembles, I will trace the importance of such sound characteristics as timbre, 

pitch, and structure as criteria for ethnic identification by listeners of modern music. 

Keywords: sound ideal, Kazakh musical instruments, composers of Kazakhstan, prima 

kobyz, electric dombra, spectralism, electronic music, timbre, pitch, tuning. 
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KAZAKH PRIMA -KOBYZ AS AN IMPROVED MUSICAL INSTRUMENT  

Musical instruments required refinement at all times, and their characteristics needed 

improvement. Their improvement is due to the changing demands of musical culture. It opens up 

great opportunities for the development of folk performing art. Prima-kobyz is a Kazakh modernized 

instrument created for use in the orchestra of folk instruments. It was developed on the basis of the 

ancient traditional instrument, the kyl-kobyz. Prima-kobyz originated in the 30s of the last century 

and has gone through a long way of improvement. Despite the satisfactory quality of the instrument 

itself, attempts are being made to further improve it. 

This article compares the Kazakh traditional kyl-kobyz and prima-kobyz with their 

modernized versions. The author covered all aspects of their study, such as ergological and 

morphological characteristics, performance specifics, repertoire, etc. As a result of all its 

transformations, the modern prima kobyz has become a completely different instrument, unlike its 

predecessor. It is an original instrument with a new timbre and wide technical capabilities. In musical 

practice, the prima-kobyz is used not only as an orchestral instrument but also as an ensemble and 

solo instrument. 

The author focuses on the concert activities of leading performers on Prima Kobyz. Among 

them are F. Balgayeva, M. Kalenbayeva, G. Moldakarimova, and others. The article uses scientific 

research on general organology by such authors as K. Kvitka, V. Belyaev, V. Vinogradov, K. Vertkov, 

G. Blagodatov, E. Yanovitskaya, and I. Matsievsky. The works on the Kazakh prima-kobyz by 

famous scholars such as A. Zhubanov, Tezekbayev, K. Urazalieva, and Sh. Rauandina are presented. 

To solve the tasks set, the author turns to comparative typological, comparative historical, as well 

as system-ethnophonic (I. Matsievsky) methods. 

Keywords: prima-kobyz, kyl-kobyz, improvement, ergological and morphological 

characteristics of the instrument 
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WAYS OF FORMATION AND DEVELOPMENT OF KAZAKH FOLK ACADEMIC 

INSTRUMENTS  DOMBRA BASS AND DOMBRA DOUBLE BASS 

Social and historical events of the 1920s were introduced into other changes to ensure 

processes in Central Asian countries. The cultural and political policy of Kazakhstan in the conditions 

of a new socio-economic formation led to the emergence of new types and forms of musical education 

and creativity. One of its conditions was the introduction of collective forms of executive power. The 

first folk group of this kind in the republic was the Orchestra of Kazakh Folk Instruments (directed 

by A. Zhubanov), which was created in 1934. 

The orchestra of Kazakh instruments grew, it started to include academic works by European, 

Russian, and Soviet composers. This meant that the dombra group's instruments had to be rebuilt 

so that they could play music with more than one tone (dombra piccolo, prima, seconds, alto, tenor, 

bass, and double bass). 

Dombra bass and double bass began to be created in Kazakhstan by masters in 1935. At the 

initial stage, they were prepared in the form of traditional dombras and reconstruction models, ancient 

bass and double bass, balalaikas, and domras of an orchestra of Russian folk instruments. In the 1950s, 

bass and double bass dombras go through a second completion stage, when the nylon strings are 

replaced with metal ones and another one is added to the string strings. In the 1980s, due to differences 

in the folklore-ethnographic orchestra led by N. Tlendiev ñOtyr Sazy," bass dombras and double bass 

were replaced by bass sherers and double bass sherters, which are actively used in musical practice 

at the present time. 

The material for this research was bass dombras made in 1957 (master S. Fedotov), 1959 (K. 

Kasymov), 1980 (Merey factory), and 2020 (master N. Abdrakhmanov), as well as double bass 

dombras made in 1957 (master S. Fedotov), 1980 ("Merey"), and 2006 (N. Abdrakhmanov). 

Keywords: Dombra Bass, Dombra Double Bass, Orchestra of Kazakh Folk Instruments 
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INSTRUMENTAL AND PERFORMING FEATURES OF THE SHERTPE KUYS OF 

CENTRAL KAZAKHSTAN (ARKA REGION)  

The main research of this article focuses on the specific performing and instrumental features 

of the Arka region, which occupies a special place in the schools of the kuy "shertpe". This research 

delves into the complex sphere of the Kazakh musical tradition, paying special attention to this region 

and its deep aesthetic and cultural heritage. The traditional music school Arka is widespread in the 

Eastern, Central and Southeastern regions of Kazakhstan. Considering the school of this region as a 

unique artistic phenomenon in the tradition of kuy "shertpe", defining its performing style, giving it 

a comprehensive description, information about the kuy traditions of this region is the main problem 

that needs to be investigated. This article describes information about performing features that have 

been widely used in practice in the formation of a scientific concept about the performing features 

of the school of Central Kazakhstan. The technical aspects of the performance have peculiar 

features, which are relevant in the development of a unique system of self-realization techniques of 

fingering, right-hand playing techniques, the definition of the state and conditional foundations of 

the performance of each cuy on the dombra in the learning process of the established techniques of 

performance between schools. One of the reasons that determine its peculiarities in terms of 

performance is the peculiarities of the dombra of the Arka region in structure, timbre, and the pernet 

(parda) system. Using empirical methods, the expedition materials identified by the researchers also 

served as the basis for writing this article. 

Also, using methods of a comparative nature with other schools of "shertpe" kue Kazakh 

music, aspects of performance characteristics will be described. 

Keywords: kuy, dombra school, Arka region 

 

ʊʨʘʜʠʮʠʦʥʥʘʷ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʘʷ ʤʫʟʳʢʘ ʢʘʟʘʭʦʚ ʙʦʛʘʪʘ ʠ ʨʘʟʥʦʦʙʨʘʟʥʘ. ʆʥʘ 

ʦʪʣʠʯʘʝʪʩʷ ʫʥʠʢʘʣʴʥʳʤ ʟʚʫʯʘʥʠʝʤ ʠ ʦʪʨʘʞʘʝʪ ʢʫʣʴʪʫʨʥʫʶ ʩʘʤʦʙʳʪʥʦʩʪʴ. ʆʩʦʙʦʝ ʤʝʩʪʦ ʚ ʥʝʡ 

ʟʘʥʠʤʘʝʪ ʞʘʥʨ ʢʶʷ. ʆʩʦʙʝʥʥʦ ʧʦʧʫʣʷʨʥʳ ʢʶʠ ʜʣʷ ʜʦʤʙʨʳ (ʚʠʜ ʜʚʫʭʩʪʨʫʥʥʦʛʦ ʱʠʧʢʦʚʦʛʦ 

ʭʦʨʜʦʬʦʥʘ). ɺ ʩʦʦʪʚʝʪʩʪʚʠʠ ʩ ʧʨʠʝʤʘʤʠ ʟʚʫʢʦʠʟʚʣʝʯʝʥʠʷ ʨʘʟʣʠʯʘʶʪ ʜʚʘ ʦʩʥʦʚʥʳʭ ʩʪʠʣʷ ï 

çʪʦʢʧʝè (ʚ ʧʝʨ. ʩ ʢʘʟ. ï çʥʝʧʨʝʨʳʚʥʦ ʣʴʶʱʠʝʩʷè, ʧʨʝʜʧʦʣʘʛʘʶʱʠʝ ʨʘʟʤʘʰʠʩʪʳʝ ʢʠʩʪʝʚʳʝ 

ʜʚʠʞʝʥʠʷ) ʠ çʰʝʨʪʧʝè (ʩ ʢʘʟ. çʠʛʨʘ ʱʝʣʯʢʦʤè ʧʘʣʴʮʘʤʠ ʧʨʘʚʦʡ ʨʫʢʠ). ʇʝʨʚʳʡ ʠʟ ʥʠʭ ʧʦʣʫʯʠʣ 

ʨʘʩʧʨʦʩʪʨʘʥʝʥʠʝ ʚ ʟʘʧʘʜʥʳʭ ʨʝʛʠʦʥʘʭ ʂʘʟʘʭʩʪʘʥʘ, ʛʜʝ ʤʫʟʳʢʘ ʥʦʩʠʪ ʙʦʣʝʝ ʜʠʥʘʤʠʯʥʳʡ, 

ʵʤʦʮʠʦʥʘʣʴʥʳʡ ʭʘʨʘʢʪʝʨ. ɺʪʦʨʦʡ ï ʚ ʮʝʥʪʨʘʣʴʥʦʤ, ʚʦʩʪʦʯʥʦʤ ʠ ʶʛʦ-ʚʦʩʪʦʯʥʦʤ ʂʘʟʘʭʩʪʘʥʝ [1, 

ʩ.125-148].  

ɺ ʩʦʦʪʚʝʪʩʪʚʠʠ ʩ ʜʚʫʤʷ ʚʳʰʝʫʢʘʟʘʥʥʳʤʠ ʩʪʠʣʷʤʠ, ʠʟʚʝʩʪʥʦ ʜʚʘ ʚʠʜʘ ʜʦʤʙʨʳ. ɺ ʟʘʧʘʜʥʦʡ ʠ ʶʛʦ-ʟʘʧʘʜʥʦʡ ʯʘʩʪʠ 

ʩʪʨʘʥʳ ʚ ʧʨʦʰʣʦʤ ʦʥʘ ʦʙʳʯʥʦ ʠʤʝʣʘ ʜʣʠʥʥʫʶ ʰʝʡʢʫ ʩ 12-14 ʣʘʜʦʚʳʤʠ ʧʝʨʝʚʷʟʷʤʠ, ʛʨʫʰʝʚʠʜʥʳʡ, ʦʢʨʫʛʣʳʡ 

ʢʦʨʧʫʩ. ɺ ʚʦʩʪʦʯʥʦʤ ʠ ʮʝʥʪʨʘʣʴʥʦʤ ʂʘʟʘʭʩʪʘʥʝ ʚʩʪʨʝʯʘʣʠʩʴ ʯʘʱʝ ʚʩʝʛʦ ʜʦʤʙʨʳ ʩ ʢʦʨʦʪʢʦʡ ʠ ʪʦʣʩʪʦʡ ʰʝʡʢʦʡ (7-

9 ʣʘʜʦʚʳʭ ʧʝʨʝʚʷʟʝʡ), ʩ ʪʨʘʧʝʮʠʝʚʠʜʥʳʤ, ʨʝʞʝ ʪʨʝʫʛʦʣʴʥʳʤ ʢʦʨʧʫʩʦʤ [2, ʩ.63-69]. ʅʝʢʦʪʦʨʳʝ ʠʩʩʣʝʜʦʚʘʪʝʣʠ 

ʦʙʦʟʥʘʯʘʶʪ ʠʭ ʢʘʢ ʢʘʫʘʢ (ʯʘʰʝʦʙʨʘʟʥʘʷ) ʠ ʢʘʣʘʢ (ʣʦʧʘʪʦʦʙʨʘʟʥʘʷ) ʜʦʤʙʨʘ [3, ʩ. 185]. ɽʩʣʠ ʜʣʷ ʧʝʨʚʦʡ ʠʟ ʥʠʭ 

ʧʦʢʘʟʘʪʝʣʴʥʦ ʙʦʣʝʝ ʛʨʦʤʢʦʝ, ʩʠʣʴʥʦʝ (ʪʦʢʧʝ ʢʶʠ), ʪʦ ʜʣʷ ʚʪʦʨʦʡ -  ʤʷʛʢʦʝ, ʣʠʨʠʯʝʩʢʦʝ ʟʚʫʯʘʥʠʝ (ʰʝʨʪʧʝ ʢʶʠ).  

ɺ ʥʘʩʪʦʷʱʝʝ ʚʨʝʤʷ ʠʥʩʪʨʫʤʝʥʪ ʧʨʦʰʝʣ ʨʝʢʦʥʩʪʨʫʢʮʠʶ, ʭʨʦʤʘʪʠʟʠʨʦʚʘʣʩʷ ʩʪʨʦʡ, ʚ 

ʢʘʯʝʩʪʚʝ ʩʪʨʫʥ ʩʪʘʣʘ ʠʩʧʦʣʴʟʦʚʘʪʴʩʷ ʣʝʩʢʘ (ʨʝʞʝ ʢʝʪʛʫʪ, ʠʩʢʫʩʩʪʚʝʥʥʦʝ ʚʦʣʦʢʥʦ). 

ʉʦʚʨʝʤʝʥʥʘʷ ʜʦʤʙʨʘ ʫʞʝ ʠʤʝʝʪ 19 ʣʘʜʦʚʳʭ ʧʝʨʝʚʷʟʝʡ; ʠʩʧʦʣʴʟʫʝʪʩʷ ʚ ʩʦʣʴʥʦʡ, ʘʥʩʘʤʙʣʝʚʦʡ 

ʠ ʦʨʢʝʩʪʨʦʚʦʡ ʤʫʟʳʢʘʣʴʥʦʡ ʧʨʘʢʪʠʢʝ. ʂʨʦʤʝ ʪʦʛʦ, ʦʥʘ ʥʝʨʝʜʢʦ ʩʦʧʨʦʚʦʞʜʘʝʪ ʧʝʥʠʝ. ɼʦʤʙʨʘ 
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ʚ ʧʨʦʰʣʦʤ ʠʤʝʣʘ ʥʝʪʝʤʧʝʨʠʨʦʚʘʥʥʳʡ ʩʪʨʦʡ ʠ ʚʘʨʠʘʪʠʚʥʦʝ ʢʦʣʠʯʝʩʪʚʦ ʣʘʜʢʦʚ, ʚ ʟʘʚʠʩʠʤʦʩʪʠ 

ʦʪ ʨʝʛʠʦʥʘ ʠ ʤʘʩʪʝʨʘ, ʠʟʛʦʪʘʚʣʠʚʘʚʰʝʛʦ ʠʥʩʪʨʫʤʝʥʪ.  

ʉʪʘʪʴʷ ʧʦʩʚʷʱʝʥʘ ʠʩʩʣʝʜʦʚʘʥʠʶ ʜʦʤʙʨʳ ʚ ʨʝʛʠʦʥʝ ɸʨʢʘ (ʎʝʥʪʨʘʣʴʥʳʡ ʂʘʟʘʭʩʪʘʥ), ʛʜʝ 

ʜʦ ʩʠʭ ʧʦʨ ʩʦʭʨʘʥʠʣʠʩʴ ʠʥʩʪʨʫʤʝʥʪʳ ʨʘʟʥʦʡ ʬʦʨʤʳ, ʦʪʣʠʯʘʶʱʠʝʩʷ ʢʦʣʠʯʝʩʪʚʦʤ ʣʘʜʦʚʳʭ 

ʧʝʨʝʚʷʟʝʡ. ɺ ʥʝʡ ʜʘʝʪʩʷ: 

1. ʕʨʛʦ-ʤʦʨʬʦʣʦʛʠʯʝʩʢʘʷ ʭʘʨʘʢʪʝʨʠʩʪʠʢʘ ʩʦʚʨʝʤʝʥʥʳʭ ʚʠʜʦʚ ʠʥʩʪʨʫʤʝʥʪʘ, 

ʙʳʪʫʶʱʠʭ ʚ ʚʳʰʝʥʘʟʚʘʥʥʦʤ ɸʨʢʠʥʩʢʦʤ ʨʝʛʠʦʥʝ (ʨʘʡʦʥʳ ʂʘʨʘʛʘʥʜʠʥʩʢʦʡ 

ʦʙʣʘʩʪʠ); 

2. ʇʨʝʜʧʨʠʥʷʪ ʩʨʘʚʥʠʪʝʣʴʥʳʡ ʘʥʘʣʠʟ ʥʳʥʝ ʙʳʪʫʶʱʠʭ ʦʙʨʘʟʮʦʚ ʩ ʠʥʩʪʨʫʤʝʥʪʘʤʠ 
ʧʨʦʰʣʦʛʦ (ʬʦʨʤʘ, ʤʘʪʝʨʠʘʣ ʠʟʛʦʪʦʚʣʝʥʠʷ, ʘ ʪʘʢʞʝ ʢʦʣʠʯʝʩʪʚʦ ʣʘʜʦʚʳʭ 

ʧʝʨʝʚʷʟʝʡ, ʢʘʯʝʩʪʚʦ ʩʪʨʫʥ); 

ɸʚʪʦʨ ʦʧʠʨʘʝʪʩʷ ʥʘ ʢʦʤʧʣʝʢʩʥʳʡ ʧʦʜʭʦʜ. ɺ ʠʟʫʯʝʥʠʠ ʚʠʜʦʚ ʜʦʤʙʨʳ ʠʩʧʦʣʴʟʫʝʪʩʷ 

ʩʨʘʚʥʠʪʝʣʴʥʦ-ʪʠʧʦʣʦʛʠʯʝʩʢʠʡ, ʩʨʘʚʥʠʪʝʣʴʥʦ-ʠʩʪʦʨʠʯʝʩʢʠʡ, ʘ ʪʘʢʞʝ ʩʠʩʪʝʤʥʦ-

ʵʪʥʦʬʦʥʠʯʝʩʢʠʡ ʤʝʪʦʜʳ [4, ʩ.34-39]. ʇʦʢʘʟʘʪʝʣʴʥʦ ʦʙʨʘʱʝʥʠʝ ʢ ʨʘʙʦʪʘʤ ʦʪʝʯʝʩʪʚʝʥʥʳʭ 

ʵʪʥʦʤʫʟʳʢʦʚʝʜʦʚ, ʧʦʩʚʷʱʝʥʥʳʭ ʠʟʫʯʝʥʠʶ ʜʦʤʙʨʳ ʢʘʢ ʪʘʢʦʚʦʡ (ɸ.ɾʫʙʘʥʦʚ, ɹ.ʉʘʨʳʙʘʝʚ, 

ʍ.ɾʫʟʙʘʩʦʚ, C.ʋʪʝʛʘʣʠʝʚʘ) ʠ ʰʠʨʝ ï ʢʘʟʘʭʩʢʦʡ ʜʦʤʙʨʦʚʦʡ ʤʫʟʳʢʠ (ɹ.ɸʤʘʥʦʚ, 

ɸ.ʄʫʭʘʤʙʝʪʦʚʘ, ʇ.ʐʝʛʝʙʘʝʚ, ʉ.ʈʘʠʤʙʝʨʛʝʥʦʚʘ, ɻ.ʆʤʘʨʦʚʘ, ʈ.ʅʝʩʠʧʙʘʡ), ʚ ʦʩʦʙʝʥʥʦʩʪʠ ʢʶʷʤ 

ʰʝʨʪʧʝ (ʋ.ɹʝʢʝʥʦʚ, ɹ. ʀʩʢʘʢʦʚ, ɸ. ʊʦʢʪʘʛʘʥ, ɾ. ɾװʟʙʘʡ). ʇʨʠʚʣʝʢʘʶʪʩʷ ʨʘʟʥʳʝ, ʚ ʪʦʤ ʯʠʩʣʝ 

ʵʢʩʧʝʜʠʮʠʦʥʥʳʝ ʤʘʪʝʨʠʘʣʳ, ʩʦʙʨʘʥʥʳʝ ʘʚʪʦʨʦʤ ʩʘʤʦʩʪʦʷʪʝʣʴʥʦ. ʋʯʠʪʳʚʘʷ ʯʪʦ, ɸʨʢʠʥʩʢʠʡ 

ʨʝʛʠʦʥ ʜʦʩʪʘʪʦʯʥʦ ʙʦʣʴʰʦʡ, ʤʳ ʦʛʨʘʥʠʯʠʚʘʝʤʩʷ ʵʢʩʧʝʜʠʮʠʦʥʥʳʤʠ ʟʘʧʠʩʷʤʠ, ʥʘʡʜʝʥʳʤʠ ʚ 

ʂʘʨʘʛʘʥʜʠʥʩʢʦʡ ʦʙʣʘʩʪʠ (ʘʚʛʫʩʪ 2023, ʠʶʣʴ 2024). 

ɺ ʨʘʙʦʪʝ ʨʘʩʩʤʘʪʨʠʚʘʶʪʩʷ ʜʦʤʙʨʳ ʠʟ ʢʦʣʣʝʢʮʠʠ ʧʠʩʘʪʝʣʷ ʂ.ɾʫʥʠʩʪʝʛʠ (1939-2023), 

ʧʨʠʥʘʜʣʝʞʘʱʠʝ ʪʘʢʠʤ ʢʶʡʰʠ ʧʨʦʰʣʦʛʦ, ʢʘʢ ʉʝʤʙʝʢ ɸʡʜʦʩʫʣʳ (1864-1931) ʠ ɸʙʜʠ 

ʈʳʩʙʝʢʫʣʳ (1868-1931) (ʢʦʥ.ʍɯʍ- ʥʘʯ.ʍʍ ʚʝʢʘ, ʨʝʛʠʦʥ ɸʨʢʘ). ʂʨʦʤʝ ʪʦʛʦ, ʧʨʠʚʣʝʢʘʶʪ 

ʚʥʠʤʘʥʠʝ ʠʥʩʪʨʫʤʝʥʪʳ ʩʦʚʨʝʤʝʥʥʳʭ ʥʦʩʠʪʝʣʝʡ ʪʨʘʜʠʮʠʡ, ʪʘʢʠʭ ʢʘʢ ɼ.ʉʘʜʫʘʢʘʩʦʚ (1938-

2012) ʠ פ.ʂʘʩʳʤʦʚ (1949). ʆʜʠʥ ʠʟ ʥʠʭ (ʂ.ʂʘʩʳʤʦʚ) ʷʚʣʷʝʪʩʷ ʤʘʩʪʝʨʦʤ-ʠʟʛʦʪʦʚʠʪʝʣʝʤ. 

ʆʙʨʘʪʠʤʩʷ ʢ ʚʳʰʝʥʘʟʚʘʥʥʳʤ ʟʘʜʘʯʘʤ. 

 

ʭ      ʭ      ʭ 

 

1. ʕʨʛʦ-ʤʦʨʬʦʣʦʛʠʯʝʩʢʘʷ ʭʘʨʘʢʪʝʨʠʩʪʠʢʘ ʩʦʚʨʝʤʝʥʥʳʭ ʚʠʜʦʚ  ɸʨʢʠʥʩʢʦʡ ʜʦʤʙʨʳ. 

çʅʘʟʚʘʥʠʝ çɸʨʢʠʥʩʢʘʷè ʩʚʷʟʘʥʦ ʩ ʮʝʥʪʨʘʣʴʥʦʡ ʯʘʩʪʴʶ ʂʘʟʘʭʩʪʘʥʘ. ʉʶʜʘ ʚʭʦʜʷʪ 

ɸʢʤʦʣʠʥʩʢʘʷ, ʂʘʨʘʛʘʥʜʠʥʩʢʘʷ, ʯʘʩʪʴ ʂʦʩʪʘʥʘʡʩʢʦʡ ʠ ʇʘʚʣʦʜʘʨʩʢʦʡ ʦʙʣʘʩʪʝʡ. ʅʘ ʵʪʦʡ 

ʪʝʨʨʠʪʦʨʠʠ  ʧʦʣʫʯʠʣ ʨʘʩʧʨʦʩʪʨʘʥʝʥʠʝ ʪ.ʥ. ɸʨʢʠʥʩʢʠʡ ʜʦʤʙʨʦʚʳʡ ʩʪʠʣʴè [5, ʩ.25]. 

ʂʘʨʘʛʘʥʜʠʥʩʢʘʷ ʦʙʣʘʩʪʴ ʨʘʩʧʦʣʦʞʝʥʘ ʚ ʮʝʥʪʨʘʣʴʥʦʡ ʯʘʩʪʠ ʈʝʩʧʫʙʣʠʢʠ ʂʘʟʘʭʩʪʘʥ. ʅʘ ʶʛʝ ʦʥʘ 

ʛʨʘʥʠʯʠʪ ʩ ʖʞʥʦ-ʂʘʟʘʭʩʪʘʥʩʢʦʡ ʠ ɾʘʤʙʳʣʩʢʦʡ, ʥʘ ʉ. ʩ ɸʢʤʦʣʠʥʩʢʦʡ, ʥʘ ɺ. ʩ ʇʘʚʣʦʜʘʨʩʢʦʡ, 

ʥʘ ʉ.-ɿ. ʉ ʂʦʩʪʘʥʘʡʩʢʦʡ, ʥʘ ɺ. ʩ ɺʦʩʪʦʯʥʦ-ʂʘʟʘʭʩʪʘʥʩʢʦʡ, ʥʘ ʖ.-ɿ. ʩ ʂʳʟʳʣʦʨʜʠʥʩʢʦʡ, ʥʘ ʖ.- 

ɺ. ʩ ɸʣʤʘʪʠʥʩʢʦʡ ʦʙʣʘʩʪʷʤʠ ʂʘʟʘʭʩʪʘʥʘ [6, ʩ.9] (ʩʤ, ʛʝʦʛʨʘʬʠʯʝʩʢʫʶ ʢʘʨʪʫ ʂʘʨʘʛʘʥʜʠʥʩʢʦʡ 

ʦʙʣʘʩʪʠ 2022 ʛ.). 
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ʈʠʩ. 1. ɻʝʦʛʨʘʬʠʯʝʩʢʘʷ ʢʘʨʪʘ ʂʘʨʘʛʘʥʜʠʥʩʢʦʡ ʦʙʣʘʩʪʠ (2022 ʛ.)   

 ʇʦ ʜʘʥʥʳʤ ɸ.ɾʫʙʘʥʦʚʘ, ʠʥʩʪʨʫʤʝʥʪ ʧʦʜ ʥʘʟʚʘʥʠʝʤ çʜʦʤʙʨʘè ʩʦʭʨʘʥʠʣʠʩʷ ʫ ʤʥʦʛʠʭ 

ʥʘʨʦʜʦʚ. ɸ ʩʘʤʦ ʩʣʦʚʦ çʜʦʤʙʨʘè ʧʨʦʠʩʭʦʜʠʪ ʦʪ ʘʨʘʙʩʢʦʛʦ çʜʫʥʙʘè ʠ çʙʫʨʨʵè ʪ.ʝ. çʢʫʨʜʶʢ 

ʷʛʥʝʥʢʘè [7, ʩ. 8].  

 ʇʦ ʢʣʘʩʩʠʬʠʢʘʮʠʠ ʕ. ʍʦʨʥʙʦʩʪʝʣʷ ʠ ʂ. ɿʘʢʩʘ ʵʪʦʪ ʚʠʜ ʠʥʩʪʨʫʤʝʥʪʘ ʦʧʨʝʜʝʣʷʝʪʩʷ 

ʠʥʜʝʢʩʦʤ: 321. 321 ï ʭʦʨʜʦʬʦʥ, ʠʤʝʶʱʠʡ ʢʦʨʧʫʩ, ʰʝʡʢʫ, ʚ ʨʷʜʝ ʩʣʫʯʘʝʚ ʛʨʠʬ ʠ ʥʘʚʷʟʥʳʝ 

ʣʘʜʢʠ [8, ʩ.132].  

ʇʝʨʝʚʷʟʢʠ ʥʘ ʰʝʡʢʝ ʪʨʘʜʠʮʠʦʥʥʦʡ ʢʘʟʘʭʩʢʦʡ ʜʦʤʙʨʳ ʥʘʟʳʚʘʶʪʩʷ çʧʝʨʥʝè (ʣʘʜʢʠ). ʀʭ 

ʨʘʩʧʦʣʦʞʝʥʠʝ ʚʳʷʚʣʷʝʪ ʣʦʢʘʣʴʥʳʝ ʠ ʨʝʛʠʦʥʘʣʴʥʳʝ ʨʘʟʣʠʯʠʷ ʢʘʟʘʭʩʢʦʡ ʜʦʤʙʨʦʚʦʡ ʤʫʟʳʢʠ. 

 ɺ ʠʩʩʣʝʜʫʝʤʦʤ ʨʝʛʠʦʥʝ ɸʨʢʘ (ʂʘʨʘʛʘʥʜʠʥʩʢʘʷ ʦʙʣ.) ʥʘʠʙʦʣʝʝ ʯʘʩʪʦ ʚʩʪʨʝʯʘʝʪʩʷ ʪʘʢ 

ʥʘʟʳʚʘʝʤʘʷ çʢʘʣʘʢè ʜʦʤʙʨʘ. ɺ ʢʦʣʣʝʢʮʠʠ ʧʠʩʘʪʝʣʷ, ʟʥʘʪʦʢʘ ʢʘʟʘʭʩʢʦʡ ʤʫʟʳʢʠ ʂ.ɾʫʥʠʩʪʝʛʠ 

ʙʳʣʠ ʦʙʥʘʨʫʞʝʥʳ ʠʥʩʪʨʫʤʝʥʪʳ, ʧʨʝʜʧʦʣʦʞʠʪʝʣʴʥʦ ʧʨʠʥʘʜʣʝʞʘʚʰʠʝ ʠʩʧʦʣʥʠʪʝʣʷʤ ʉʝʤʙʝʢ 

ʠ ɸʙʜʠ. ʆʥ ʚʥʝʩ ʟʥʘʯʠʪʝʣʴʥʳʡ ʚʢʣʘʜ ʚ ʩʦʭʨʘʥʝʥʠʝ ʢʫʣʴʪʫʨʥʳʭ ʪʨʘʜʠʮʠʡ ʨʝʛʠʦʥʘ ʧʦʩʨʝʜʩʪʚʦʤ 

ʢʦʣʣʝʮʠʦʥʠʨʦʚʘʥʠʷ ʘʨʪʝʬʘʢʪʦʚ (ʩʪʘʨʠʥʥʳʝ ʚʠʜʳ ʠʥʩʪʨʫʤʝʥʪʦʚ ʠ ʪ.ʜ.). ʄʳ ʪʘʢʞʝ 

ʦʟʥʘʢʦʤʠʣʠʩʴ ʩ ʤʘʪʝʨʠʘʣʘʤʠ ʠʟ ʣʠʯʥʦʛʦ ʘʨʭʠʚʘ ʤʘʩʪʝʨʘ-ʠʩʧʦʣʥʠʪʝʣʷ ʂ.ʂʘʩʳʤʦʚʘ ʠ 

ʜʦʤʙʨʠʩʪʘ ɼ.ʉʘʜʫʘʢʘʩʦʚʘ. 

ɼʦʤʙʨʘ ʢʶʡʰʠ ʉʝʤʙʝʢʘ ɸʡʜʦʩʫʣʳ (1864-1931) ʙʳʣʘ ʠʟʛʦʪʦʚʣʝʥʘ ʤʘʩʪʝʨʦʤ 

ʂʘʨʘʤʝʥʜʝ ɸʙʙʨʘʭʤʘʥʦʤ ʚ1926-1928 ʛʛ. ʈʘʟʫʤʝʝʪʩʷ ʠʥʩʪʨʫʤʝʥʪ ʧʝʨʝʜʘʚʘʣʩʷ ʠʟ ʧʦʢʦʣʝʥʠʷ ʚ 

ʧʦʢʦʣʝʥʠʝ, ʠ ʝʛʦ ʚʥʝʰʥʠʡ ʚʠʜ ʠʟʤʝʥʠʣʩʷ. ʈʝʩʪʘʚʨʘʮʠʝʡ ʜʦʤʙʨʳ ʟʘʥʠʤʘʣʩʷ ʧʝʜʘʛʦʛ, ʤʘʩʪʝʨ 

ɸ.ʈʘʭʳʤʞʘʥʦʚ [9, ʩ.248-249]. (ʬʦʪʦ 1,2) 

ʕʨʛʦʣʦʛʠʯʝʩʢʠʝ ʦʩʦʙʝʥʥʦʩʪʠ. ɼʦʤʙʨʘ ʚʳʜʦʣʙʣʝʥʘ ʠʟ ʮʝʣʴʥʦʛʦ ʢʫʩʢʘ ʜʝʨʝʚʘ. ʃʠʮʝʚʘʷ 

ʯʘʩʪʴ ï ʝʣʦʚʘʷ (ʤʦʞʥʦ ʟʘʤʝʪʠʪʴ ʤʝʩʪʘ ʤʝʣʢʠʭ ʤʝʪʘʣʠʯʝʩʢʠʭ ʛʚʦʟʜʝʡ, ʧʨʠ ʩʦʝʜʠʥʝʥʠʠ ʢʨʳʰʢʠ 

ʩ ʢʦʨʧʫʩʦʤ). ʅʘ ʜʘʥʥʳʡ ʤʦʤʝʥʪ ʢʨʳʰʢʘ ʠʥʩʪʨʫʤʝʥʪʘ ʧʨʠʢʣʝʝʥʘ, ʦʩʪʘʣʴʥʳʝ ʯʘʩʪʠ 

ʠʟʛʦʪʦʚʣʝʥʳ ï ʠʟ ʩʦʩʥʳ.  

ʄʦʨʬʦʣʦʛʠʯʝʩʢʠʝ ʦʩʦʙʝʥʥʦʩʪʠ. ʀʥʩʪʨʫʤʝʥʪ (ʥʘʯʘʣʦ ʍʍ ʚʝʢʘ) ʠʤʝʝʪ ʪʨʘʧʝʮʠʝʚʠʜʥʫʶ 

ʬʦʨʤʫ ʠ ʩʦʩʪʦʠʪ ʠʟ ʪʘʢʠʭ ʯʘʩʪʝʡ ʢʘʢ ʛʦʣʦʚʢʘ (ʙʘʩ), ʧʦʜʩʪʘʚʢʘ (ʪʠʝʢ), ʢʦʣʢʠ (Ϩϰʣʘʢ), ʰʝʡʢʘ 

(ʤʦʡʳʥ), ʢʦʨʧʫʩ (ʰʘʥʘϨ), ʜʝʢʘ (ʙʝʪ ʪʘϨʪʘʡ) ʠ ʟʘʢʨʝʧʣʝʥʠʷ ʜʣʷ ʩʪʨʫʥʳ (ʪϮʡʤʝ), ʨʝʟʦʥʘʪʦʨʥʦʝ 

ʦʪʚʝʨʩʪʚʠʝ ʚ ʚʠʜʝ ʪʨʝʫʛʦʣʴʥʠʢʘ.  
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ʌʦʪʦ 1. ɼʦʤʙʨʘ ʉʝʤʙʝʢʘ. ɺʠʜ ʩʧʝʨʝʜʠ ʌʦʪʦ 2. ɼʦʤʙʨʘ ʉʝʤʙʝʢʘ. ɺʠʜ ʩʟʘʜʠ 

 

ɼʦʤʙʨʘ ʢʶʡʰʠ ɸʙʜʠ ʈʳʩʙʝʢʫʣʳ (1868-1931)36 (ʌʦʪʦ 3). ɹʦʢʦʚʘʷ ʠ ʣʠʮʝʚʘʷ ʯʘʩʪʠ 

ʠʥʩʪʨʫʤʝʥʪʘ ʠʥʢʨʫʩʪʠʨʦʚʘʥʳ ʦʨʥʘʤʝʥʪʘʣʴʥʳʤ ʫʟʦʨʦʤ, ʯʪʦ ʫʢʘʟʳʚʘʝʪ ʥʘ ʚʳʩʦʢʦʝ ʤʘʩʪʝʨʩʪʚʦ 

ʩʦʟʜʘʪʝʣʷ ʠʥʩʪʨʫʤʝʥʪʘ 37. ʅʘ ʣʠʮʝʚʦʡ ʯʘʩʪʠ ʠʤʝʝʪʩʷ ʚʳʞʞʝʥʘʷ ʥʘʜʧʠʩʴ ʥʘ ʘʨʘʙʩʢʦʤ ʠ 

ʧʝʨʩʠʜʢʦʤ ʷʟʳʢʘʭ. ɺ ʧʝʨʝʚʦʜʝ ʦʥʘ ʦʟʥʘʯʘʝʪ ʩʣʦʚʦ çʆʤʘʨ ʍʘʷʤè. ʂ ʩʦʞʘʣʝʥʠʶ, ʦʩʪʘʣʴʥʦʡ 

ʪʝʢʩʪ ʥʘ ʧʝʨʩʠʜʩʢʦʤ ʷʟʳʢʝ ʨʘʩʰʠʬʨʦʚʘʪʴ ʥʝ ʫʜʘʣʦʩʴ.  

 

 

 

 

ʌʦʪʦ 3. ɼʦʤʙʨʘ ɸʙʜʠ. ɺʠʜ 

ʩʧʝʨʝʜʠ 

 
36 ʇʦ ʨʘʩʩʢʘʟʫ ʂ. ɾʫʥʠʩʪʝʛʠ ʜʦʤʙʨʘ ʙʳʣʘ ʥʘʡʜʝʥʘ ʫ ʦʜʥʦʛʦ ʠʟ ʞʠʪʝʣʝʡ ʘʫʣʘ ʂ.ɽʩʠʤʛʘʣʠʝʚʘ ʝʱʝ ʚ ʥʘʯʘʣʝ ʍʍ 

ʚʝʢʘ. ʆʥʘ ʧʨʠʥʘʜʣʝʞʘʣʘ ʢʶʡʰʠ ɸʙʜʠ. ɺ ʪʝ ʚʨʝʤʝʥʘ, ʠʥʩʪʨʫʤʝʥʪʳ ʧʦʜʦʙʥʦʛʦ ʨʦʜʘ ʫʞʝ ʤʦʛʣʠ ʩʯʠʪʘʪʴʩʷ 

ʨʝʣʠʢʚʠʷʤʠ. [9, ʩ.108]. 
37 ɼʦʤʙʨʘ ʠʤʝʝʪ ʥʝʢʦʪʦʨʳʝ ʧʦʚʨʝʞʜʝʥʠʷ, ʪʨʝʱʠʥʳ, ʧʦʛʥʫʪʦʝ ʜʥʦ ʠ ʧʦʣʳʝ ʙʦʢʘ, ʯʪʦ ʫʢʘʟʳʚʘʝʪ ʥʘ ʜʦʣʛʫʶ ʠʩʪʦʨʠʶ 

ʠʩʧʦʣʴʟʦʚʘʥʠʷ ʠ ʚʦʟʤʦʞʥʦ, ʭʨʘʥʝʥʠʷ ʚ ʥʝʙʣʘʛʦʧʨʠʷʪʥʳʭ ʫʩʣʦʚʠʷʭ [9, ʩ.108]. 
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ʕʨʛʦʣʦʛʠʯʝʩʢʠʝ ʦʩʦʙʝʥʥʦʩʪʠ. ʀʥʩʪʨʫʤʝʥʪ ʠʤʝʝʪ ʙʦʣʝʝ ʩʣʦʞʥʫʶ ʠ ʜʝʪʘʣʠʟʠʨʦʚʘʥʥʫʶ 

ʢʦʥʩʪʨʫʢʮʠʶ: ʩʦʩʪʦʠʪ ʠʟ ʨʘʟʥʳʭ ʯʘʩʪʝʡ, ʚʢʣʶʯʘʷ ʙʦʢʦʚʳʝ ʩʪʝʥʢʠ ʠ ʜʝʢʫ. ʇʦ ʩʣʦʚʘʤ 

ʩʦʚʨʝʤʝʥʥʦʛʦ ʤʘʩʪʝʨʘ-ʠʟʛʦʪʦʚʠʪʝʣʷ ɽ.ʈʘʢʳʤʙʝʢ (ʍʍɯ ʚ.) ʣʠʮʝʚʘʷ ʩʪʦʨʦʥʘ ʠ ʰʝʡʢʘ 

ʠʟʛʦʪʦʚʣʝʥʘ ʠʟ ʩʦʩʥʳ, ʙʦʢʦʚʳʝ ʯʘʩʪʠ - ʠʟ ʪʦʧʦʣʷ. ʅʘ ʜʘʥʥʳʡ ʤʦʤʝʥʪ ʜʝʢʘ ʧʨʠʢʣʝʝʥʘ ʢ ʢʦʨʧʫʩʫ.  

ʄʦʨʬʦʣʦʛʠʯʝʩʢʘʷ ʭʘʨʘʢʪʝʨʠʩʪʠʢʘ: ʜʦʤʙʨʘ ʚ ʦʪʣʠʯʠʝ ʦ ʧʨʝʜʳʜʫʱʝʡ ʠʤʝʝʪ 

ʪʨʝʭʫʛʦʣʴʥʫʶ ʬʦʨʤʫ (ʚʝʨʭʥʷʷ ʯʘʩʪʴ ʢʦʨʧʫʩʘ), ʟʘʜʥʷʷ ʯʘʩʪʴ ʙʦʣʝʝ ʚʳʧʫʢʣʘʷ. ɻʦʣʦʚʢʘ (ʙʘʩʳ) ʚ 

ʚʠʜʝ ʣʦʧʘʪʢʠ, ʰʝʡʢʘ ʩ 16-ʪʴʶ ʥʘʚʷʟʥʳʤʠ ʣʘʜʢʘʤʠ ʠ ʫʜʣʠʥʝʥʥʳʡ ʢʦʨʧʫʩ. ʅʘʤʠ ʩʜʝʣʘʥʳ 

ʟʘʤʝʨʳ ʜʚʫʭ ʚʳʰʝʨʘʩʩʤʦʪʨʝʥʳʭ ʠʥʩʪʨʫʤʝʥʪʦʚ (ʩʤ. ʪʘʙʣʠʮʫ 1). 

 

ʊʘʙʣʠʮʘ 1. ʆʙʤʝʨʳ ʠʥʩʪʨʫʤʝʥʪʦʚ ʉʝʤʙʝʢʘ ʠ ɸʙʜʠ 

 

ʏʘʩʪʠ 

ʠʥʩʪ. 

 

 

ʀʤʝʥʘ 

ʤʫʟʳʢʘʥ 

ʪʦʚ  

ɻʦ

ʣʦ

ʚʢ

ʘ 

ʂʦ

ʣʢ

ʠ  

ɼʣʠ

ʥʘ 

ʰʝʡ

ʢʠ 

ɼʣʠʥ

ʘ 

ʣʠʮʝ

ʚʦʡ 

ʯʘʩʪ

ʠ 

ʢʦʨʧ

ʫʩʘ 

ʐʠʨʠ

ʥʘ 

ʣʠʮʝʚ

ʦʡ 

ʯʘʩʪʠ 

ʢʦʨʧʫ

ʩʘ 

(ʩʘʤʘʷ 

ʰʠʨʦʢ

ʘʷ 

ʯʘʩʪʴ) 

 

ɼʣʠʥ

ʘ 

ʟʘʜʥ.

ʯʘʩʪ

ʠ 

ʢʦʨʧ

ʫʩʘ 

ɼʣʠʥ

ʘ ʠ 

ʰʠʨ

ʠʥʘ 

ʦʩʥʦ

ʚʘʥʠ

ʠ 

ʠʥʩʪ

ʨ. 

ʐʠʨʠ

ʥʘ 

ʟʘʜʥ. 

ʯʘʩʪʠ 

ʢʦʨʧʫ

ʩ. 

ʆʙʱ. 

ʜʣʠʥʘ 

ʠʥʩʪʨ

ʫʤʝʥʪ

ʘ 

ʂʘʯʝ

ʩʪʚʦ 

ʩʪʨʫ

ʥ  

ʂʦʣʠʯ. 

ʃʘʜʦʚ

ʳʭ 

ʧʝʨʝʚʷ

ʟʝʡ 

ʉʝʤʙʝʢ 

(1923) 

ʛʦʜ 

ʩʦʟʜʘʥʠʷ  

8 

ʩʤ 

2 

ʰʪ

. 

40,5 

ʩ 

36,2 

ʩʤ 

15 ʩʤ 38 ʩʤ 6 ʩʤ 6,5 ʩʤ 86 ʩʤ ʣʝʩʢʘ 12 

ɸʙʜʠ 

(1917) 

9 

ʩʤ 

2 

ʰʪ

. 

52 

ʩʤ. 

43 ʩʤ 22 ʩʤ 43 ʩʤ 11 

ʩʤ 

6 ʩʤ 104 

ʩʤ 

ʣʝʩʢʘ 16 

  

ɼʦʤʙʳʨʘ ʉʝʤʙʝʢʘ ʧʦ ʜʣʠʥʝ ʰʝʡʢʠ ʠ ʧʦ ʦʙʲʝʤʫ ʢʦʨʧʫʩʘ ʥʝ ʙʦʣʴʰʘʷ.  

ʆʜʠʥ ʠʟ ʤʘʩʪʝʨʦʚ-ʠʩʧʦʣʥʠʪʝʣʝʡ ʂ.ʂʘʩʳʤʦʚ (1949). ʂʶʡʰʠ ʧʨʦʜʝʤʦʥʩʪʨʠʨʦʚʘʣ ʩʚʦʶ 

ʜʦʤʙʨʫ, ʥʘ ʢʦʪʦʨʦʡ  ʚ ʥʠʞʥʝʡ ʯʘʩʪʠ ʢʦʨʧʫʩʘ ʙʳʣʘ ʟʘʢʨʝʧʣʝʥʘ ʜʦʧʦʣʥʠʪʝʣʴʥʘʷ ʜʝʢʘ (Ϩʦʩʳʤʰʘ 

ϨʘϨʧʘϨ). ʆʩʦʙʝʥʥʦʩʪʴ ʵʪʦʛʦ ʠʥʩʪʨʫʤʝʥʪʘ ʟʘʢʣʶʯʘʝʪʩʷ ʚ ʪʦʤ, ʯʪʦ ʟʚʫʢʠ ʠʟʚʣʝʢʘʶʪʩʷ ʙʝʟ 

ʠʩʧʦʣʴʟʦʚʘʥʠʷ ʨʝʟʦʥʘʪʦʨʥʦʛʦ ʦʪʚʝʨʩʪʠʷ. (ʌʦʪʦ 4).  

 
ʌʦʪʦ 4. ɼʦʤʙʨʘ ʂʘʩʳʤʦʚʘ. ɺʠʜ ʩʧʝʨʝʜʠ 
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ʕʨʛʦʣʦʛʠʯʝʩʢʠʝ ʦʩʦʙʝʥʥʦʩʪʠ: ʠʥʩʪʨʫʤʝʥʪ ʩʦʙʨʘʥ ʠʟ ʩʦʩʪʘʚʥʳʭ ʜʝʪʘʣʝʡ. ɼʝʢʘ 

ʠʥʩʪʨʫʤʝʥʪʘ ʠʟʛʦʪʦʚʣʝʥʘ ʠʟ ʝʣʠ. ʆʩʪʘʣʴʥʳʝ ʯʘʩʪʠ - ʠʟ ʩʦʩʥʳ. ɼʦʤʙʨʘ ʠʤʝʝʪ ʪʨʘʧʝʮʠʝʚʠʜʥʫʶ 

ʬʦʨʤʫ (ʢʘʣʘʢ ʜʦʤʙʨʘ), ʩ ʙʦʣʝʝ ʧʣʦʩʢʠʤ ʢʦʨʧʫʩʦʤ ʠ ʥʝ ʙʦʣʴʰʠʤ ʨʘʩʰʠʨʝʥʠʝʤ ʢ ʥʠʟʫ. ʆʥʘ 

ʦʙʣʘʜʘʝʪ ʜʦʩʪʘʪʦʯʥʦ ʛʥʫʩʘʚʳʤ ʪʝʤʙʨʦʤ. ʉʣʝʜʫʝʪ ʦʪʤʝʪʠʪʴ, ʯʪʦ ʤʘʩʪʝʨ ʧʨʠ ʟʘʚʷʟʳʚʘʥʠʠ 

ʣʘʜʢʦʚ ʜʦʤʙʨʳ ʠʩʧʦʣʴʟʫʝʪ ʩʚʦʡ ʦʩʦʙʝʥʥʳʡ ʧʦʜʭʦʜ: ʦʥ ʜʝʣʘʝʪ ʧʨʦʢʦʣʳ ʩʢʚʦʟʴ ʰʝʡʢʫ ʠ ʯʝʨʝʟ 

ʥʠʭ ʧʨʦʧʫʩʢʘʝʪ ʣʝʩʢʫ ʜʣʷ ʫʩʪʘʥʦʚʢʠ ʣʘʜʢʦʚ.  

  ʄʦʨʬʦʣʦʛʠʯʝʩʢʠʝ ʦʩʦʙʝʥʥʦʩʪʠ: ʠʥʩʪʨʫʤʝʥʪ (ʩʝʨʝʜʠʥʘ ʍʍ ʚʝʢʘ) ʩʦʩʪʦʠʪ ʠʟ ʪʘʢʠʭ 

ʯʘʩʪʝʡ ʢʘʢ ʛʦʣʦʚʢʘ (ʙʘʩ), ʢʦʣʢʠ (ϨϰʣʘϨʪʘʨʳ), ʰʝʡʢʘ (ʤʦʡʳʥʳ), ʣʠʮʝʚʘʷ ʯʘʩʪʴ (ʙʝʪ ʪʘϨʪʘʡ) 

ʠʤʝʝʪ ʜʦʧʦʣʥʠʪʝʣʴʥʫʶ ʜʝʢʫ,  ʢʦʨʧʫʩ (ʰʘʥʘϨ), ʧʦʜʩʪʘʚʢʘ (ʪʠʝʢ) ʠ ʟʘʢʨʝʧʣʝʥʠʝ ʜʣʷ ʩʪʨʫʥʳ 

(ʪϮʡʤʝ).  ɼʦʧʦʣʥʠʪʝʣʴʥʘʷ ʜʝʢʘ ʫʩʠʣʠʚʘʝʪ ʟʚʫʯʘʥʠʝ ʠʥʩʪʨʫʤʝʥʪʘ. 

ɼʘʫʣʝʪʙʝʢ ʉʘʜʫʘʢʘʩʦʚ ï ʦʜʠʥ ʠʟ ʷʨʢʠʡ ʠʩʧʦʣʥʠʪʝʣʝʡ ʘʨʢʠʥʩʢʠʭ ʢʶʝʚ ʰʝʨʪʧʝ. ɽʛʦ ʚʥʫʢ 

ɾʫʩʠʧ ʧʨʝʜʩʪʘʚʠʣ ʠʥʩʪʨʫʤʝʥʪ ʜʝʜʘ, ʩʦʩʪʦʷʱʠʡ ʠʟ  13 ʣʘʜʢʦʚ (ʌʦʪʦ 5, 6). ʄʘʩʪʝʨʦʤ ʷʚʣʷʝʪʩʷ 

ʞʠʪʝʣʴ ʩʝʣʘ ʊʘʣʜʳ (ʂʘʨʘʛʘʥʜʠʥʩʢʘʷ ʦʙʣʘʩʪʴ, ʨʘʡʦʥ ɸʢʩʫ-ɸʶʣʳ) ɿʘʛʠʪ ʉʫʨʘʛʘʥ ʂʫʘʥʛʘʥʫʣʳ.  

 

  

ʌʦʪʦ 5. ɼʦʤʙʨʘ ɼ.ʉʘʜʚʘʢʘʩʦʚʘ. ɺʠʜ ʩʧʝʨʝʜʠ      ʌʦʪʦ 6. ɼʦʤʙʨʘ ɼ.ʉʘʜʚʘʢʘʩʦʚʘ. ɺʠʜ ʩʟʘʜʠ 

 

ʕʨʛʦʣʦʛʠʯʝʩʢʠʝ ʦʩʦʙʝʥʥʦʩʪʠ. ʀʥʩʪʨʫʤʝʥʪ ʢʣʝʝʥʳʡ, ʩʦʙʨʘʥ ʠʟ ʩʦʩʪʘʚʥʳʭ ʜʝʪʘʣʝʡ. 

ʃʠʮʝʚʘʷ ʩʪʨʦʥʘ ʝʣʦʚʘʷ, ʘ ʦʩʪʘʣʴʥʳʝ ʯʘʩʪʠ ʠʟʛʦʪʦʚʣʝʥʳ ʠʟ ʩʦʩʥʳ. ɿʘʜʥʷʷ ʝʛʦ ʯʘʩʪʴ ʩʢʦʰʝʥʘ. 

ʠʥʩʪʨʫʤʝʥʪ (ʥʘʯʘʣʦ ʍʍɯ ʚʝʢʘ) ʠʤʝʝʪ ʪʨʘʧʝʮʠʝʚʠʜʥʫʶ ʬʦʨʤʫ. 

ʄʦʨʬʦʣʦʛʠʯʝʩʢʠʝ ʦʩʦʙʝʥʥʦʩʪʠ: ʉʦʩʪʦʠʪ ʠʟ ʪʘʢʠʭ ʯʘʩʪʝʡ ʢʘʢ ʛʦʣʦʚʢʘ (ʙʘʩ), ʢʦʣʢʠ 

(ϨϰʣʘϨʪʘʨ), ʰʝʡʢʘ (ʤʦʡʳʥ), ʜʝʢʘ (ʙʝʪ ʪʘϨʪʘʡ), ʢʦʨʧʫʩʘ (ʰʘʥʘϨ), ʧʦʜʩʪʘʚʢʠ ʜʝʢʘ (ʪʠʝʢ), ʠ 

ʟʘʢʨʝʧʣʝʥʠʝ ʜʣʷ ʩʪʨʫʥʳ (ʪϮʡʤʝ). ʅʘʨʷʜʫ ʩ ʦʙʳʯʥʳʤ ʢʨʫʛʣʳʤ, ʩ ʙʦʢʦʚ ʠʤʝʶʪʩʷ ʠ ʜʨʫʛʠʝ 

ʨʝʟʦʥʘʪʦʨʥʳʝ ʦʪʚʝʨʩʪʠʷ ʚ ʚʠʜʝ ʵʬʦʚ. ɺ ʵʪʦʤ ʚʠʜʝ ʠʥʩʪʨʫʤʝʥʪʘ ʦʱʫʱʘʶʪʩʷ ʩʦʚʨʝʤʝʥʥʳʝ 

ʚʣʠʷʥʠʝ. ʉʜʝʣʘʥʥʳʝ ʥʘʤʠ ʟʘʤʝʨʳ ʜʚʫʭ ʜʦʤʙʨ ʂʘʩʳʤʦʚʘ ʠ ʉʘʜʫʘʢʘʩʦʚʘ ʥʘʰʣʠ ʦʪʨʘʞʝʥʠʝ ʚ 

ʪʘʙʣʠʮʝ 2. 
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ʊʘʙʣʠʮʘ 2.  ʆʙʤʝʨʳ ʠʥʩʪʨʫʤʝʥʪʦʚ ʂ.ʂʘʩʳʤʦʚʘ ʠ ɼ.ʉʘʜʫʘʢʘʩʦʚʘ 

 

ʏʘ

ʩʪʠ 

ʠʥ

ʩʪ. 

 

 

ʀʤ

ʝʥʘ 

ʤʫ

ʟʳ

ʢʘ

ʥʪ

ʦʚ  

ɻʦ

ʣʦ

ʚʢʘ 

ʂʦ

ʣʢ

ʠ  

ɼʣ

ʠʥ

ʘ 

ʰʝ

ʡʢ

ʠ 

ɼʣ

ʠʥ

ʘ 

ʣʠ

ʮʝʚ

ʦʡ 

ʯʘʩ

ʪʠ 

ʢʦʨ

ʧʫ

ʩʘ 

ʐʠʨ

ʠʥʘ 

ʣʠʮʝ

ʚʦʡ 

ʯʘʩʪ

ʠ 

ʢʦʨʧ

ʫʩʘ 

 

ɼʣʠ

ʥʘ 

ʟʘʜʥ

.ʯʘʩ

ʪʠ 

ʢʦʨʧ

ʫʩʘ 

ʐʠʨʠ

ʥʘ 

ʟʘʜʥ. 

ʯʘʩʪʠ 

ʢʦʨʧʫ

ʩ. 

ɼʣʠʥ

ʘ ʠ 

ʰʠʨʠ

ʥʘ 

ʦʩʥʦʚ

ʘʥʠʠ 

ʠʥʩʪʨ

. 

ʆʙʱ. 

ʜʣʠʥʘ 

ʠʥʩʪʨ

ʫʤʝʥʪ

ʘ 

ʂʘʯʝ

ʩʪʚʦ 

ʩʪʨʫ

ʥʳ  

ʂʦʣʠʯ

. 

ʃʘʜʦʚ

ʳʭ 

ʧʝʨʝʚ

ʷʟʝʡ 

ɼʦʧ.

ʜʝʢʘ 

             

ʂ. 

ʂʘ

ʩʳ

ʤʦ

ʚ 

7 

ʩʤ 

2 

ʰʪ. 

48  

ʩʤ 

37 

ʩʤ 

17 

ʩʤ 

35 

ʩʤ 

7 ʩʤ 

 

9 ʩʤ 95 ʣʝʩʢ

ʘ 

19 4 ʩʤ 

ɼ.

ʉʘ

ʜʫʘ

ʢʘʩ

ʦʚ 

7 

ʩʤ 

2 

ʰʪ. 

49,

3 

ʩʤ 

37,

5 

ʩʤ 

20 

ʩʤ 

35,5 

ʩʤ 

8,5 ʩʤ 7 ʩʤ 94,5 

ʩʤ 

ʣʝʩʢ

ʘ  

13 - 

ʂ. 

ʂʘ

ʩʳ

ʤʦ

ʚ 

8 

ʩʤ 

2 

ʰʪ. 

48 37 16 35,5 8,4 ʩʤ 

 

9 ʰʠʨ 

12,5 

ʜʣʠʥʘ 

95 ʩʤ. ʣʝʩʢ

ʘ 

18 4 

ʩʤ. 

 

2. ʉʨʘʚʥʠʪʝʣʴʥʳʡ ʘʥʘʣʠʟ ʙʳʪʫʶʱʠʭ ʦʙʨʘʟʮʦʚ ʩ ʠʥʩʪʨʫʤʝʥʪʘʤʠ ʧʨʦʰʣʦʛʦ 

ʉʨʘʚʥʠʚʘʷ ʜʦʤʙʨʳ ʍɯʍ-ʍʍ ʚʝʢʦʚ ʩ ʩʦʚʨʝʤʝʥʥʳʤʠ ʠʥʩʪʨʫʤʝʥʪʘʤʠ ʤʳ ʦʧʨʝʜʝʣʠʣʠ 

ʥʝʢʦʪʦʨʳʝ ʩʭʦʜʩʪʚʘ ʠ ʨʘʟʣʠʯʠʷ. 

ʉʭʦʜʩʪʚʘ. ɺ ʠʟʛʦʪʦʚʣʝʥʠʠ ʜʦʤʙʨʳ ʧʦ ʧʨʝʞʥʝʤʫ ʦʩʪʘʶʪʩʷ ʧʦʧʫʣʷʨʥʳʤʠ ʪʨʘʜʠʮʠʦʥʥʳʝ 

ʤʘʪʝʨʠʘʣʳ ï ʩʦʩʥʘ ʠ ʝʣʴ (ʪ.ʥ. ʨʝʟʦʥʘʥʩʢʘʷ ʜʨʝʚʝʩʠʥʘ). ʈʝʯʴ ʠʜʝʪ ʦ ʩʪʘʨʠʥʥʳʭ (ʉʝʤʙʝʢ, ɸʙʜʠ) 

ʠ ʩʦʚʨʝʤʝʥʥʳʭ ʚʠʜʘʭ (ʂʘʩʳʤʦʚ, ʉʘʜʫʘʢʘʩʦʚ) ʜʦʤʙʨʳ. ɹʣʘʛʦʜʘʨʷ ʣʝʛʢʦʩʪʠ ʠ ʦʪʣʠʯʥʳʤ 

ʘʢʫʩʪʠʯʝʩʢʠʤ ʩʚʦʡʩʪʚʘʤ, ʝʣʴ ʯʘʩʪʦ ʠʩʧʦʣʴʟʶʪ ʜʣʷ ʚʝʨʭʥʠʭ ʜʝʢ (ʨʝʟʦʥʘʥʩʥʳʭ ʧʘʥʝʣʝʡ). ʉʦʩʥʘ 

ʪʘʢʞʝ ʧʨʠʤʝʥʷʝʪʩʷ ʚʚʠʜʫ ʚ ʩʚʦʝʡ ʜʦʩʪʫʧʥʦʩʪʠ ʠ ʛʠʙʢʦʩʪʠ ʚ ʦʙʨʘʙʦʪʢʝ.  

ʈʘʟʣʠʯʠʷ. ɺ ʦʩʥʦʚʥʦʤ ʨʘʩʩʤʦʪʨʝʥʳʝ ʜʦʤʙʨʳ ʠʤʝʶʪ ʪʨʘʧʝʮʠʝʚʠʜʥʫʶ ʬʦʨʤʫ, ʦʥʠ ʙʦʣʝʝ 

ʢʦʤʧʘʢʪʥʳʝ. ʀʥʩʪʨʫʤʝʥʪ ɸʙʜʠ ʠʤʝʝʪ ʩʚʦʠ ʦʩʦʙʝʥʥʦʩʪʠ. ʆʥ ʦʪʣʠʯʘʝʪʩʷ ʙʦʣʝʝ ʦʙʲʝʤʥʳʤ 

ʠʟʦʛʥʫʪʦ-ʜʫʛʦʦʙʨʘʟʥʳʤ ʢʦʨʧʫʩʦʤ (ʝʛʦ ʜʣʠʥʘ 43 ʩʤ), ʯʪʦ ʩʧʦʩʦʙʩʪʚʫʝʪ ʫʩʠʣʝʥʠʶ ʟʚʫʯʘʥʠʷ 

ʠʥʩʪʨʫʤʝʥʪʘ. ɺ ʪʦ ʚʨʝʤʷ ʢʘʢ ʢʦʨʧʫʩ ʤʝʥʴʰʠʭ ʨʘʟʤʝʨʦʚ ʜʝʣʘʝʪ ʝʛʦ ʙʦʣʝʝ ʢʘʤʝʨʥʳʤ (ʩʤ. ʜʣʠʥʘ 

ʢʦʨʧʫʩʘ ʜʦʤʙʨʳ ʉʝʤʙʝʢʘ ï 38 ʩʤ). ʂʨʦʤʝ ʪʦʛʦ, ʚ ʩʨʘʚʥʝʥʠʠ ʩ ʜʨʫʛʠʤʠ ʦʙʨʘʟʮʘʤʠ, ʦʙʱʘʷ ʜʣʠʥʘ 

ʠʥʩʪʨʫʤʝʥʪʘ ɸʙʜʠ ʩʦʩʪʘʚʣʷʝʪ 104 ʩʤ. ʇʦ ʩʚʦʠʤ ʨʘʟʤʝʨʘʤ ʦʥ ʧʨʠʙʣʠʞʘʝʪʩʷ ʢ ʜʦʤʙʨʘʤ 

ɿʘʧʘʜʥʦʛʦ ʂʘʟʘʭʩʪʘʥʘ. ʀʟʚʝʩʪʥʦ, ʯʪʦ ʪʨʝʭʫʛʦʣʴʥʳʝ ʚʠʜʳ ʜʦʤʙʨ ʚʩʪʨʝʯʘʶʪʤʩʷ ʫ ʢʘʟʘʭʦʚ, 

ʥʦʛʘʡʮʝʚ, ʘ ʪʘʢʞʝ ʢʘʣʤʳʢʦʚ ʅʠʞʥʝʛʦ ʇʦʚʦʣʞʴʷ (ʈʦʩʩʠʷ).  

ʊ. ɸʩʝʤʢʫʣʦʚ ʦʧʨʝʜʝʣʷʝʪ ʪʨʠ ʚʠʜʘ ʢʘʣʘʢ ʜʦʤʙʨʳ: ʠʳϨʪʳ (ʧʣʝʯʠʩʪʳʡ), ʙϮʡʽʨʣʽ 

(ʙʦʢʘʩʪʳʡ), ʩʘʫʳʨʣʳ (ʩ ʧʦʜʜʦʥʦʤ) (ʩ ʢʘʟ. - ʢʨʫʧ-ʧʦʜʥʦʞʠʝ ʛʦʨ)38 [ʩʤ.3. ʩ.185]. 

 
38 ʉᴇʟʜʽʢ. ʉʣʦʚʘʨʴ ɸʨʫʥʘ 2023 ʩ.160.  
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ʌʦʨʤʘ ʠ ʦʙʲʝʤ ʢʦʨʧʫʩʘ ʠʥʩʪʨʫʤʝʥʪʘ ʤʦʛʫʪ ʚʣʠʷʪʴ ʥʘ ʟʚʫʢ, ʫʜʦʙʩʪʚʦ ʠʛʨʳ. ʅʘ ʥʘʰ 

ʚʟʛʣʷʜ, ʜʦʤʙʨʘ ʉʝʤʙʝʢʘ ʙʦʣʝʝ ʪʨʘʜʠʮʠʦʥʥʘʷ, ʧʦʜʭʦʜʠʪ ʢ ʦʧʨʝʜʝʣʝʥʠʶ ʠʳϨʪʳ (ʧʣʝʯʠʩʪʳʡ), ʩ 

ʨʘʩʰʠʨʝʥʥʦʡ ʚʝʨʭʥʝʡ ʯʘʩʪʴʶ ʢʦʨʧʫʩʘ. ɼʦʤʙʨʘ ʠʩʧʦʣʥʠʪʝʣʷ-ʤʘʩʪʝʨʘ ʂ.ʂʘʩʳʤʦʚʘ ʠʤʝʝʪ ʙʦʣʝʝ 

ʦʙʲʝʤʥʫʶ ʥʠʞʥʶʶ ʯʘʩʪʴ, ʯʪʦ ʧʦʟʚʦʣʷʝʪ ʝʝ ʦʪʥʝʩʪʠ ʢ ʪʠʧʫ ʩʘʫʳʨʣʳ.  

ʄʘʪʝʨʠʘʣʳ ʜʣʷ ʠʟʛʦʪʦʚʜʝʥʠʷ ʩʪʨʫʥ ʪʘʢʞʝ ʧʨʦʰʣʠ ʵʚʦʣʶʮʠʶ ʦʪ ʥʘʪʫʨʘʣʴʥʳʭ ʢ 

ʩʦʚʨʝʤʝʥʥʳʤ ʩʠʥʪʝʪʠʯʝʩʢʠʤ. çɺ ʍɯʍ ʚ.-ʥʘʯ. ʍʍ ʚ. ʩʪʨʫʥʳ ʠʟʛʦʪʘʚʣʠʚʘʣʠʩʴ ʠʟ ʢʠʰʦʢ 

ʞʠʚʦʪʥʳʭ ʠ ʧʪʠʮ. ʀʩʧʦʣʴʟʦʚʘʥʠʝ ʧʨʠʨʦʜʥʳʭ ʤʘʪʝʨʠʘʣʦʚ ʧʨʠʜʘʚʘʣʦ ʠʥʩʪʨʫʤʝʥʪʘʤ çץʦשʳʨ 

ʜʘʫʳʩè (ʩ ʢʘʟ. çʙʘʨʭʘʪʥʳʡ ʛʦʣʦʩè) [10, ʩ.95]. çʂʠʰʝʯʥʳʝ (ʙʘʨʘʥʴʠ, ʢʦʟʴʠ) ʠʣʠ ʞʠʣʴʥʳʝ (ʩ ʢʘʟ. 

ʰʝʢ ï ʢʠʰʢʘ, ʩʪʨʫʥʘ; ϨʦʡʜʳϬ, ʝʰʢʽʥʽϬ ʰʝʛʽ ï ʩʪʨʫʥʘ ʠʟ ʙʘʨʘʥʴʭ, ʢʦʟʴʠʭ ʢʠʰʦʢ), ʘ ʪʘʢʞʝ, 

ʰʝʣʢʦʚʳʝ (ʢʘʟ. ʞʽʙʝʢ) ʩʪʨʫʥʳ ʧʨʝʠʤʫʱʝʩʪʚʝʥʥʦ ʠʩʧʦʣʴʟʫʶʪʩʷ ʥʘ ʱʠʧʢʦʚʳʭ ʭʦʨʜʦʬʦʥʘʭ 

(ʧʨʦʩʪʳʭ ʠ ʩʦʩʪʘʚʥʳʭ). ʆʥʳ ʙʳʣʠ ʧʦʧʫʣʷʨʥʳ ʜʦ ʨʝʢʦʥʩʪʨʫʢʮʠʠ ʩʪʨʫʥʥʳʭ ʠʥʩʪʨʫʤʝʥʪʦʚ ʚ 

ʥʘʯʘʣʝ ʍʍ ʚʝʢʘè [11, ʩ.109]. çɺ ʪʦ ʞʝ ʚʨʝʤʷ ʣʝʩʢʘ, ʧʨʠʰʝʜʰʘʷ ʥʘ ʩʤʝʥʫ ʢʠʰʝʯʥʳʤ ʩʪʨʫʥʘʤ, 

ʚʳʛʦʜʥʦ ʦʪʣʠʯʘʣʘʩʴ ʧʨʦʯʥʦʩʪʴʶè [ʩʤ.10, ʩ.96].  

ʉʦʚʨʝʤʝʥʥʳʝ ʠʥʩʪʨʫʤʝʥʪʳ ʠ ʩʪʨʫʥʳ ʧʦʟʚʦʣʷʶʪ ʩʦʟʜʘʚʘʪʴ ʙʦʣʝʝ ʩʣʦʞʥʳʝ ʠ 

ʨʘʟʥʦʦʙʨʘʟʥʳʝ ʤʫʟʳʢʘʣʴʥʳʝ, ʚʢʣʶʯʘʶʱʠʡ ʠʥʩʪʨʫʤʝʥʪʘʣʴʥʳʝ ʧʴʝʩʳ ʢʘʟʘʭʩʢʠʭ 

ʢʦʤʧʦʟʠʪʦʨʦʚ, ʘʜʘʧʪʠʨʫʷʩʴ ʢ ʪʨʝʙʦʚʘʥʠʷʤ ʚʨʝʤʝʥʠ. ɼʘʥʥʳʝ ʦʙʨʘʟʮʳ ʜʦʤʙʨʳ ʉʝʤʙʝʢ ʠ ɸʙʜʠ 

ʠʤʝʶʪ ʩʪʨʫʥ ʠʟ ʣʝʩʢʠ. ɽʩʣʠ ʜʦʤʙʨʳ ʷʚʣʷʶʪʩʷ ʠʩʪʦʨʠʯʝʩʢʠʤʠ ʦʙʨʘʟʮʘʤʠ, ʪʦ ʩʢʦʨʝʝ ʚʩʝʛʦ, ʠʭ 

ʩʪʨʫʥʳ ʤʦʛʣʠ ʙʳʪʴ ʠʟ ʧʨʠʨʦʜʥʳʭ ʤʘʪʝʨʠʘʣʦʚ, ʢʦʪʦʨʳʝ ʩʦ ʚʨʝʤʝʥʝʤ ʟʘʤʝʥʠʣʠ ʥʘ ʙʦʣʝʝ 

ʩʦʚʨʝʤʝʥʥʳʡ ʘʥʘʣʦʛ, ʢʘʢ ʣʝʩʢʘ. 

ɺ ʍVIII  ʚʝʢʝ ɸʨʢʠʥʩʢʦʡ ʜʦʤʙʨʳ ʠʤʝʣʠ ʦʪ 6 ʜʦ 7 ʣʘʜʦʚ. çɺ ʍɯʍ ʚʝʢʝ ʣʘʜʳ-ʧʝʨʝʚʷʟʠ ʦʪ 

9 ʜʦ 12 ʧʝʨʥʝ, ʘ ʚ ʍʍ ʚ. ʯʠʩʣʦ ʧʝʨʥʝ ʥʘʯʠʥʘʣʦʩʴ ʦʪ 12 ʜʦʭʦʜʠʣʠ ʜʦ 19 ʧʝʨʝʚʷʟʦʢè [13, ʩ.6]. 

ɼʦʤʙʨʳ ʉʝʤʙʝʢʘ ʠ ɸʙʜʠ, ɼ.ʉʘʜʫʘʢʘʩʦʚʘ ʦʩʥʦʚʘʥʳ 11-13 ʣʘʜʢʦʚ, ʚ ʩʦʚʨʝʤʝʥʥʦʤ ʚʠʜʝ ʜʦʤʙʨʳ 

ʂ. ʂʘʩʳʤʦʚʘ ʢʦʣʠʯʝʩʪʚʦ ʣʘʜʢʦʚ ʫʚʝʣʠʯʠʣʦʩʴ ʜʦ 19. ʕʪʠ ʨʘʟʣʠʯʠʷ ʧʦʜʯʝʨʢʠʚʘʶʪ 

ʠʥʜʠʚʠʜʫʘʣʴʥʦʩʪʴ ʢʘʞʜʦʛʦ ʠʥʩʪʨʫʤʝʥʪʘ, ʥʝ ʩʤʦʪʨʷ ʥʘ ʦʙʱʠʝ ʧʨʠʥʮʠʧʳ ʠʭ ʢʦʥʩʪʨʫʢʮʠʠ.  

ʀʟ ʚʩʝʭ ʧʝʨʝʯʠʩʣʝʥʥʳʭ ʜʦʤʙʨʘ ʉʝʤʙʝʢʘ ʠʟʛʦʪʦʚʣʝʥʘ ʠʟ ʮʝʣʴʥʦʛʦ ʤʘʪʝʨʠʘʣʘ, ʘ ʫ 

ʦʩʪʘʣʴʥʳʭ ʢʶʡʰʠ ʠʥʩʪʨʫʤʝʥʪʳ ʩʦʙʨʘʥʳ ʠʟ ʩʦʩʪʘʚʥʳʭ ʯʘʩʪʝʡ.  

ɼʦʧʦʣʥʠʪʝʣʴʥʘʷ ʜʝʢʘ ʠʤʝʝʪʩʷ ʪʦʣʴʢʦ ʫ ʤʘʩʪʝʨʘ ʂʘʩʳʤʦʚʘ. ʊʘʢʦʡ ʞʝ ʦʩʦʙʝʥʥʦʩʪʴ ʝʩʪʴ 

ʝʱʝ ʫ ʢʦʤʧʦʟʠʪʦʨʘ-ʢʶʡʰʠ ʄ.ʍʘʤʟʠʥʘ.  

ʅʘ ʦʩʥʦʚʝ ʚʳʰʝʩʢʘʟʘʥʥʦʛʦ ʩʜʝʣʘʝʤ ʥʝʢʦʪʦʨʳʝ ʚʳʚʦʜʳ: 

1. ʇʦʧʫʣʷʨʥʦʩʪʴ ʪʨʘʧʝʮʠʝʚʠʜʥʦʡ ʜʦʤʙʨʳ ʢʘʣʘʢ ʚ ʵʪʦʤ ʨʝʛʠʦʥʝ ʚʠʜʠʤʦ ʥʝ ʩʣʫʯʘʡʥʘ. ʅʘ 

ʥʘʰ ʚʟʛʣʷʜ, ʵʪʦʪ ʚʠʜ ʠʥʩʪʨʫʤʝʥʪʘ ʚ ʢʘʢʦʡ-ʪʦ ʤʝʨʝ ʩʦʦʪʚʝʪʩʪʚʫʝʪ ʰʪʨʠʭʦʚʦʡ ʪʝʭʥʠʢʝ 

ʰʝʨʪʧʝ, ʚ ʪʦʤ ʯʠʩʣʝ ʭʘʨʘʢʪʝʨʫ ʢʶʝʚ. ɼʘʥʥʳʡ ʚʠʜ ʜʦʤʙʨʳ ʥʘʠʙʦʣʝʝ ʫʜʦʙʝʥ ʜʣʷ ʠʛʨʳ 

ʱʠʧʢʦʤ (ʚʩʝʤʠ ʠʣʠ ʦʜʥʠʤ ʧʘʣʴʮʝʤ). ʇʨʠ ʵʪʦʤ ʧʨʘʚʘʷ ʨʫʢʘ, ʥʘʭʦʜʷʱʘʷʩʷ ʚ 

ʛʦʨʠʟʦʥʪʘʣʴʥʦʡ ʧʦʣʦʞʝʥʠʠ, ʦʧʠʨʘʝʪʩʷ ʥʘ çʙʦʢʦʚʳʝè ʯʘʩʪʠ ʢʦʨʧʫʩʘ, ʢʦʪʦʨʳʝ 

ʙʣʘʛʦʜʘʨʷ çʧʣʝʯʘʤè ʩʪʘʥʦʚʷʪʩʷ (ʠʳϨ,ʠʳϨʪʳ ï ʧʣʝʯʠʩʪʳʡ ï ʪʝʨʤʠʥ ʊ.ɸʩʝʤʢʫʣʦʚʘ) 

ʙʦʣʝʝ ʨʦʚʥʳʤʠ.  

2. ʈʘʩʩʤʦʪʨʝʥʥʳʝ ʠʥʩʪʨʫʤʝʥʪʳ ʦʪʨʘʞʘʶʪ ʩʚʦʝʛʦ ʨʦʜʘ ʵʚʦʣʶʮʠʶ ʚʦʩʪʦʯʥʦ-

ʢʘʟʘʭʩʪʘʥʩʢʦʡ (ʢʘʣʘʢ) ʜʦʤʙʨʳ: ʦʪ ʩʪʘʨʠʥʥʳʭ ʝʝ ʚʠʜʦʚ ʜʦ ʩʦʚʨʝʤʝʥʥʳʭ. ʈʘʟʤʝʨʳ ʚ 

ʧʨʦʰʣʦʤ ʤʠʥʠʘʪʶʨʥʦʡ ʜʦʤʙʨʳ ʩʪʘʣʠ ʫʚʝʣʠʯʠʚʘʪʴʩʷ. 19 ʣʘʜʢʦʚʳʝ ʜʦʤʙʨʳ ʜʘʶʪ 

ʚʦʟʤʦʞʥʦʩʪʴ ʠʛʨʘʪʴ ʙʦʣʝʝ ʰʠʨʦʢʠʡ ʨʝʧʝʨʪʫʘʨ. ʀʥʩʪʨʫʤʝʥʪʳ ʩ ʦʙʲʝʤʥʳʤ ʢʦʨʧʫʩʦʤ 

ʚʩʝ ʪʘʢʠ ʜʘʝʪ ʧʦ ʙʦʣʴʰʝ ʟʚʫʢʘ ʜʣʷ ʢʦʥʮʝʨʪʥʦʛʦ ʟʚʫʯʘʥʠʷ. 

3. ʂʨʦʤʝ ʪʦʛʦ, ʦʯʝʚʠʜʥʳ ʚʣʠʷʥʠʷ ʩʦʚʨʝʤʝʥʥʳʭ ʪʝʥʜʝʥʮʠʡ, ʩʚʷʟʘʥʥʳʭ ʩ ʫʩʠʣʝʥʠʝʤ ʟʚʫʢʘ 
(ʩʤ. ʜʦʧʦʣʥʠʪʝʣʴʥʳʝ ʜʝʢʠ ʠ ʵʬʳ).   

4. ɺ ʪʨʘʜʠʮʠʠ ʚ ʧʨʦʰʣʦʤ ʙʳʪʦʚʘʣʠ ʠʥʩʪʨʫʤʝʥʪʳ ʩ ʤʝʥʴʰʝʡ ʢʦʣʠʯʝʩʪʚʦʤ ʣʘʜʢʦʚ. ʆʥʠ 
ʩʧʦʩʦʙʩʪʚʦʚʘʣʠ ʧʦʷʚʣʝʥʠʶ ʤʠʢʨʦʠʥʪʝʨʚʘʣʦʚ, ʚʩʪʨʝʯʘʚʰʠʭʩʷ ʚ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʝ. ʂ 

ʩʦʞʘʣʝʥʠʶ ʥʘ ʩʦʚʨʝʤʝʥʥʦʡ ʜʦʤʙʨʝ ʩ 19 ʣʘʜʢʘʤʠ ʩʣʦʞʥʦ ʠʟʚʣʝʯʴ ʤʠʢʨʦʠʥʪʝʨʚʘʣʳ.  

5. ʉ ʜʨʫʛʦʡ ʩʪʦʨʦʥʳ ʰʝʨʪʧʝ ʢʶʡ ʠʩʧʦʣʥʷʶʪʩʷ ʢʦʥʮʝʨʪʥʦʡ ʩʮʝʥʝ. ʇʦ ʵʪʦʤʫ ʟʚʫʯʘʥʠʝ 

ʜʦʤʙʨʳ ʜʦʣʞʥʦ ʙʳʪʴ ʧʦ ʩʠʣʴʥʝʝ. ʄʘʩʪʝʨʘ ʩʪʨʝʤʷʪʩʷ ʫʩʠʣʠʪʴ ʟʚʫʢʘ ʠʥʩʪʨʫʤʝʥʪʘ.  
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MUSIC AND HEART  

People are musical beings, they react to music spontaneously, subconsciously, without 

thinking. When people are at rest and hear music, their heartbeat instantly increases compared to what 

it was just a minute ago. If  the music calms and relaxes, the change can be minimal. And if it excites 

- quite noticeable. 

Whether the heart rate increases or decreases depends on the sympathetic and parasympathetic 

nervous systems. Music ñtrainsò the interaction of these systems and their influence on the work of 

the heart muscle, which is beneficial to all participants in these ñworkoutsò. 

Doctors from the European Society of Cardiologists (ESC) have studied the human heartôs 

reaction to various melodies. Moreover, they claim that certain melodies can treat cardiovascular 

diseases. 

For example, studies have shown that listening to music can: 

Improve the function of blood vessels by relaxing arteries; 

Quickly restore heart rate and blood pressure levels after physical exertion; Reduces anxiety 

in those who have had a heart attack; 

Helps people recovering from heart surgery feel less pain and anxiety; 

Melodies that bring joy to a person increase the strength of heart contractions, contribute to 

the expansion of vessels, and provide a good physical feeling, while irritating music has the exact 

opposite effect. 

Studies show that music chosen by the patient has a more favorable effect than music chosen 

by someone else. According to the American Association of Music Therapy, music ñelicits a positive 

response due to familiarity, predictability, and a sense of security associated with it.ò In a study 

conducted at the University of Texas aimed at studying the effect of artery relaxation, both classical 

and rock music were tested. It was noted that fans of classical music received more improvements 

when listening to lyrical music than when listening to rock music, and vice versa. 
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MUSICAL IMPROVISATION AS A METHOD OF MUSIC THERAPY  

Music therapy (MT) is a treasure given to mankind. A person is born with sound, lives with 

sound all his life and this connection is only broken when a person leaves this world. Depending on 
  

the density and amplitude of the vibrations created by the sound, we feel happy or depressed, which 

leads to negative situations such as panic attacks, anxiety, depression and stress. MT plays a major 

role in reducing or even eliminating these. 

I have prepared this speech on the basis of the scientific achievements of the eminent 

ethnomusicologist Izaliy Zemtsovsky, in particular his book "Anthropology of the Existence of 

Musicò. I have been involved in MT for 26 years, both individually and in groups. MT is performed 

with various means: human and natural sounds, dance and percussion movements, musical 

instruments, Orff instruments, classical, ethnic music, folk songs, mugham, raga, etc., as well as 

musical improvisation, which I use more in my practical work. 

According to Zemtsovsky, a person who plays improvisation feels he is in two worlds. It is 

difficult to explain scientifically, but it is possible to experience it. I feel the same way when I 

improvise. I am the one playing, but the music somehow comes from another source and creates a 

connection between the patient and me, which becomes a fertile ground for the therapeutic effect to 

be achieved. 

While working with the patient, asking the necessary questions that will  reveal the reasons for 

his current condition, having come to the idea that the main reason is within him, I try to create an 

improvisation based on the impression I get from his life story and by feeling the vibrations that are 

spreading around him, while it can already be heard on the piano. This improvisation, which expresses 

the patient's current state, becomes a kind of mirror in which the patient looks at himself. While 

listening to the music, the patient begins to see what kind of situation he is in and what possibilities 

there are to get out of it. Sometimes the patient relieves himself by shedding tears. From this moment 

on the therapy process moves to the next stage, the nature of the music changes and the session ends 

with inspiring sounds. 

Bu mᴅqalᴅmdᴅ 26 il ᴅrzindᴅ bir sēra ºlkᴅlᴅrdᴅ hᴅyata ke­irtdiyim musiqi terapiyasē sahᴅsindᴅ 

aldēĵēm nᴅticᴅlᴅri sizlᴅrlᴅ bºl¿ĸmᴅk istᴅyirᴅm. Uĸaqlēqdan ºz¿m¿ yaxĸē hiss etmᴅdiyim anlarda  

pianoda o zaman hᴅlᴅ anlamadēĵēm improvizᴅ ­alardēm, sᴅslᴅ dᴅ oxuyardēm. Ķrᴅlidᴅ uzun illᴅr sonra 

bu vᴅrdiĸlᴅrin mᴅni musiqi terapiyasēna gᴅtirᴅcᴅyini he­ aĵlēma belᴅ gᴅtirᴅ bilmᴅzdim. Ta ki, bir 

rᴅfiqᴅmin evinᴅ qonaq olduĵumda, yenᴅ dᴅ ºz¿m¿ ­ox narahat hiss etdiyim halda, piano baĸēna 

ke­ib  improvizᴅ ­alana qᴅdᴅr. Ķmprovizᴅ bitᴅr bitmᴅz yan otaqdan rᴅfiqᴅmin iki hᴅftᴅdᴅn bᴅri boyun 

yērtēĵē aĵrēsē ­ᴅkᴅn hᴅyat yoldaĸē ­ēxdē. ñSiz m¿alicᴅvi musiqi ­aldēnēz? Siz ­aldēqca boynuma hᴅr 

sᴅs iynᴅ kimi batdēĵēnē hiss etdim vᴅ yataqdan qalxēb buraya qᴅdᴅr gᴅlᴅ bildimò, - dedi. Mᴅnim ¿­¿n 

belᴅ bir reaksiya gºzlᴅnilmᴅz idi, ­¿nki hᴅr vaxt bu ­ox asanlēqla hᴅyata ke­irtdiyim bir mᴅĸĵᴅlᴅ 

idi. ñXeyir, - ona cavab verdim, - mᴅn ­aldēĵēmēn he­ dᴅ m¿alicᴅvi musiqi olduĵundan xᴅbᴅrsizᴅmò.  

Tᴅxminᴅn 1999 illᴅrdᴅn bᴅhs edirᴅm, ­aldēĵēm improvizᴅlᴅrin nᴅ ¿­¿n ­aldēĵēmē, nᴅ iĸᴅ 

yaradēĵēnē bilmirdim. Amma ­almasam da, o m¿mk¿n olan bir iĸ deyildi. Bᴅzᴅn yanēmda musiqi 

alᴅt olmasa da, yerdᴅn aldēĵēm iki daĸē bir birinᴅ vuraraq ritmik bir ĸey ­ēxardaraq, sᴅsimlᴅ dᴅ olsa, 
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sanki ᴅtrafdakē rezonanslarē, hava dalĵalarēnē,  hava akēnēnē dᴅyiĸdirirdim. Lakin i­imdᴅ mᴅni 

mᴅnimlᴅ birlᴅĸdirᴅn bir iĸēĵēn yandēĵēnē hiss etdim vᴅ  illᴅr boyu bu gºzᴅlliyᴅ sahib olduĵum ¿­¿n 

Yaradana minnᴅtdar oldum. O g¿ndᴅn sonra evimizᴅ axĸamlar improvizᴅlᴅrimi dinlᴅmᴅk ¿­¿n tez-

tez insanlar gᴅlmᴅyᴅ baĸladēlar.  

 Vᴅziyyᴅti belᴅ gºr¿ncᴅ, ki­ik konsert salonlarēnē kiralayarak ñSᴅnᴅ Sᴅni ¢alaramò adlē 

workshop ĸᴅklindᴅ iĸᴅ baĸladēm. Eyni zamanda bu sahᴅdᴅ hᴅyata ke­irtdiyim bu ­alēĸmalarēn nᴅ 

olduĵunu elmi cᴅhᴅtdᴅn anlamaq ¿­¿n bu istiqamᴅtdᴅ tᴅhsilimi davam etdirdim. ¢alēĸmalarēmēn 

belᴅ ¿midverici nᴅticᴅlᴅri mᴅnᴅ hᴅm ilham verirdi, hᴅm dᴅ  maraqlē gᴅlirdi. Nᴅ baĸ verirdi ki, mᴅn 

ºz¿m ºz¿m¿ m¿ĸahidᴅ edirdim. Tᴅĸkil etdiyim musiqi terapiya seanslarēbdan sonra insanlar ºzlᴅrini 

daha g¿mrah, rahatlamēĸ , bºy¿k bir y¿k¿n altēndan  ­ēxdēqlarēnē hiss edᴅrᴅk salonu sevincli gºz 

yaĸlarēyla tᴅrk edirdilᴅr.  

Hᴅyata ke­irtdiyim ­alēĸmalarla ᴅlaqᴅdar bir ­ox araĸdērmalar, fᴅrqli ºlkᴅlᴅrdᴅn olan bu sahᴅ 

mᴅĸhur m¿tᴅxᴅssislᴅrlᴅ gºr¿ĸd¿m. Onlarēn ¿mumi tᴅqdir vᴅ  tºvsiyᴅlᴅrē ilᴅ yolumu davam etdirdim.  

¢alēĸmalar ᴅrzindᴅ sᴅsin titrᴅyiĸlᴅri ilᴅ insan bᴅdᴅnindᴅ nᴅfᴅs alēb vermᴅnin, ritminin 

dᴅyiĸimini m¿ĸahidᴅ etdiyim ¿­¿n  nᴅfᴅs texniklᴅrimi, ĸ¿ur altēnda illᴅr boyu yēĵēlmēĸ travmalarēn 

sᴅs titrᴅyiĸlᴅri ilᴅ bᴅdᴅndᴅki blokajlarē a­maq ¿­¿n ¢in akupunktur n¿qtᴅlᴅrini, ¢in kᴅsalarēnē, 

d¿ĸ¿ncᴅ vᴅ hisslᴅrimizin dᴅyiĸiminᴅ sᴅbᴅb olan diapazonlar ï akutonik deyilᴅn alᴅtlᴅrin  dᴅ tᴅsirini 

vᴅ ­alēĸma mexanizmini ºyrᴅnᴅrᴅk ºx¿nᴅmᴅxsus terapevtik bir metod yaratdēm.  

Bildiyimiz kimi, ᴅtrafda bizi ᴅhatᴅ edᴅn hᴅr ĸey, titrᴅyiĸ vasitᴅsi ilᴅ bir-birinᴅ baĵlēdēr.  Hᴅr 

canlēnēn ºz¿nᴅmᴅxsus titrᴅyiĸlᴅri vardēr. Bu, bizim orqanlarēmēza da aiddir. Qᴅdim misirlilᴅr, 

ᴄflatun, Pifaqor, sᴅslᴅrin hᴅrᴅkᴅt sirlᴅrini araĸdērmēĸlar. Pifaqor, sᴅslᴅrin insan vᴅ heyvanlarēn 

saĵlamlēĵēnēn qorunmasē sahᴅsindᴅ bºy¿k tᴅsirin olduĵunu m¿ᴅyyᴅn etmiĸdir. Qᴅdim dºvr¿n 

alimlᴅri, gºy cisimlᴅri  vᴅ v¿cudlarēmēz  arasēnda baĵlēlēq nᴅzᴅriyyᴅsini ortaya qoymuĸdurlar.  

Sᴅs, titrᴅĸim dalĵalarēyla bizim fiziki bᴅdᴅnimizdᴅ rezonansa sᴅbᴅb olur. Rezonans, hᴅr-

hansē sᴅsin ana ¿ns¿rlᴅrindᴅn biridir. Rezonans, bir nᴅfᴅs sisteminin xarici bir sᴅs siqnalēna 

reaksiyasēdēr. Onun sayᴅsindᴅ dalĵalarēn titrᴅyiĸi yoluyla hᴅr-hansē bir titrᴅyiĸ, baĸqa v¿cudda fᴅrqli 

bir titrᴅĸimin oyanmasēna sᴅbᴅb ola bilᴅr. Sᴅs titrᴅyiĸlᴅrinᴅ sadᴅcᴅ v¿cudumuzun fiziki orqanlarē 

deyil, eyni zamanda emosional, zihinsel ve ruhsal, ĸ¿ur sᴅviyyᴅlᴅrdᴅ dᴅ reaksiya verir vᴅ yeni 

v¿cudumuz bir sēra dᴅyiĸᴅn titrᴅyiĸdir ki, bu vᴅziyyᴅt, sᴅslᴅrin vasitᴅsi ilᴅ dᴅyĸdirilᴅ bilᴅr. Bu 

dediklᴅrimiz doĵru isᴅ, sᴅslᴅr vᴅ musiqi alᴅtlᴅrindᴅn istifadᴅ edᴅrᴅk, insan v¿cudunda vᴅ ĸ¿urunda 

ehtiyac duyulacaq sayēda titrᴅĸimlᴅri oyandēra bilᴅrik. Mᴅsᴅlᴅn, bᴅdᴅndᴅ bir m¿vazinᴅtin olmadēĵē 

halda sᴅsi , onun m¿ᴅyyᴅn  bºl¿mᴅ gºndᴅrᴅ bilᴅrik.  

Titrᴅĸimin verilmᴅsi ¿­¿n ¿­ ĸᴅrtin olmasē m¿h¿md¿r.  

1 ï Titrᴅĸimi yaradan bir qaynaq (sᴅs, musiqi alᴅti). 

2 ï Titrᴅyiĸin yayēlmasē ¿­¿n uyĵun m¿hit (­ox vaxt havadēr) 

3 ï Titrᴅyiĸlᴅri qavrayan bir obyekt. 

V¿cudumuz t¿m titreĸimlere reaksiya gºstᴅrir - hem m¿sbᴅt, hem de mᴅnfi. Bu sᴅbᴅblᴅ 

sadᴅcᴅ m¿sbᴅt sᴅslᴅrᴅ reaksiya verdiyimizdᴅn emin olmamēz ve bunun ¿­¿b bᴅdᴅnimizi, zihnimizi 

ve enerjimizi d¿clᴅndirmᴅmiz gᴅrᴅkir. 

B¿t¿n bᴅdᴅn mexanizmi, ᴅzᴅlᴅlᴅr, sinirlᴅr, her ĸey titrᴅĸim g¿c¿ylᴅ hᴅrᴅkᴅt edir. Sᴅs, ĸᴅfa 

vermᴅkdᴅ, ĸᴅxsi inkiĸafda, hᴅyatda, hᴅr ĸeyᴅ qadirdir. M¿drik insanlar, musiqi terapiyasēnēn 

terapevtik tᴅsirindᴅn mᴅharᴅtlᴅ istifadᴅ etmiĸlᴅr. Sufilᴅrin zikr mᴅrasimlᴅri, yoqilᴅrin  
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okuduqlarē  mantralarē da bu tᴅmᴅl ¿zᴅrindᴅ inkiĸaf etdirilmiĸdir. Zikr vᴅ dᴅfᴅlᴅrcᴅ tekrarlanan 

m¿ᴅyyᴅn bir c¿mlᴅ veya deyiĸ zamanē aynē ritm vᴅ nᴅfᴅslᴅ ifa olunan mᴅrasim, sinir sistemindᴅ 

rahatlēq yaradēr, d¿ĸ¿ncᴅ ve hᴅyatla ᴅlaqᴅdar daha m¿sbᴅt x¿susiyyᴅtlᴅr meydana gᴅtirir. 

        Hᴅyat, qarĸēmēza bir ­ok hadisᴅlᴅr ­ēxarēr: hᴅm m¿sbᴅt, hᴅm de ­ᴅtinlᴅĸdirici. Ķ­imizdᴅ 

hᴅyatēmēzē bir az daha asan ve daha ᴅylᴅncᴅli hala getirᴅn, bu ehtimalē artēran m¿hit, yaratma g¿c¿ 

ve imkan vardēr. Beynimiz duyĵularēmēzdan, saĵlamlēĵēmēzdan ve ¿mumi halēmēzdan tᴅsir gºstᴅrᴅn 

elektro maqnetik enerji ilᴅ titreĸir. V¿cudumuz, ¿rᴅk  dºy¿nt¿lᴅrimi, mᴅdᴅ daralmasē ve nᴅfᴅs alma 

aktē, ­eĸitli s¿rᴅtlᴅ daralēr vᴅ nᴅbzi artērēr. Xᴅstᴅlik, depressiya, mᴅnfi davranēĸ qᴅliblᴅrirē, bunlarēn 

hamēsē, sºz¿n tam mᴅnasēyla bir bᴅdᴅnin vᴅ zihnin ahᴅngsiz olduĵunun iĸarᴅlᴅridir. Hᴅr ĸeyin 

faydasē ve istifadᴅsi vardēr, ancaq onlarē necᴅ doĵru istifadᴅ etmᴅsini bilirsᴅk. Bir xᴅstᴅlik sadᴅcᴅ 

xaricdᴅn m¿alicᴅ edilirsᴅ, daxildᴅ bu xᴅstᴅliyin qaynaĵē qalēb,  ya tez, ya da gec eyni bu xᴅstᴅlik 

tᴅkrar ¿zᴅ ­ēxēb ºz¿n¿ gºstᴅrᴅcᴅk. M¿ziqi terapiyasē, ilkin problemin nᴅ oldugu ¿zᴅrine ­alēĸēlmalē, 

hansē ¿ns¿r¿n eksik oldugunu, bunun simvolik anlamēnēn nᴅ oldugunxᴅstᴅliyin altēnda nᴅlᴅr oldugu 

¿zᴅrinᴅ ­alēĸmalēdēr. Ancaq ondan sonra daha dᴅrin bir araĸdērma vᴅ musiqinin  dᴅ kºmᴅyi ilᴅ 

xᴅstᴅyᴅ kºmᴅk edilᴅ bilᴅr. Xᴅstᴅliyin bᴅdᴅndᴅki meydana gᴅlmᴅsi, ĸ¿bhᴅsiz ki, insanēn qorxu hissi, 

xᴅstᴅlik ᴅtrafēnda d¿ĸ¿ncᴅsidir. Musiqinin g¿c¿ylᴅ xᴅstᴅlik d¿ĸ¿ncᴅsinin ¿st¿nᴅ y¿kseltilᴅ bilᴅr ve 

ardēndan xᴅstᴅlik dᴅ unudulmuĸ olur. 

Bir dᴅ bu ­alēĸmalarēn bir vacib ¿ns¿r¿ndᴅn dᴅ sºz etmᴅk istᴅrdim. Bu mᴅqsᴅdlᴅ son 

zamanlar  Doktor vᴅ tᴅbiᴅt elmlᴅri m¿tᴅxᴅssisi Hans Jenny tᴅrᴅfindᴅn hᴅyat ke­irᴅn daha bir 

araĸdērma ilᴅ sizi tanēĸdērmaq istᴅyirᴅm. O, hᴅr bir h¿crᴅnin ºz¿nᴅmᴅxsus titrᴅyiĸlᴅrᴅ sahib 

olduĵunu gºstᴅrib. Yᴅni hᴅr bir h¿crᴅ fᴅrqli sᴅslᴅrlᴅ tᴅsir vᴅ rezone halēndadēr, b¿t¿n sistemdᴅ olan 

h¿crᴅlᴅrimiz musiqiyᴅ bir an ᴅrzindᴅ tᴅsir edᴅ bilᴅr, qulaq asdēĵēmēz musiqi nᴅ qᴅdᴅr uyĵun vᴅ ĸᴅffaf 

isᴅ, pasiyent dᴅ bu gºzᴅlliklᴅ rezonans halēna girᴅr. Yaradēlēĸēn bu qanunu, kainatda hᴅr bir cismin 

bir-biriylᴅ harmonik baĵlantēlardan gᴅlir. Harmoniklᴅr (ana sᴅsᴅ qatēlan sᴅslᴅrdir), sᴅs aralēqlarēnēn 

m¿ᴅyyᴅn bir sērasēdēr. Belᴅ harmoniklᴅr hᴅr zaman ahᴅng bir titrᴅyiĸ meydana gᴅldiyindᴅ olur. 

Mᴅsᴅlᴅn, oktav (sᴅkkizli aralēq) ilk harmonikdir vᴅ eyni zamanda ᴅn zᴅngin enerjiya makildir. Beĸli 

aralēq (kvinta) ikinci harmonikdir. Bu sᴅs o y¿zdᴅn kainat olaraq qavranēlēr. M¿asir elm, 

harmoniklᴅrin insanlara sadᴅcᴅ saĵlam titrᴅyiĸlᴅrlᴅ akkord olmaĵēnē tᴅmin edᴅrᴅk kᴅĸf edilmiĸdir.  

Araĸdērmalara gºrᴅ beyin, ºz-ºz¿nᴅ ­alēĸmaz. ¢alēĸa bilmᴅk ¿­¿n ¿rᴅkdᴅn siqnallar alēr. 

V¿cuda mᴅlumat verᴅn hisslᴅr, ¿rᴅyin yaydēĵē elektromaqnetik tᴅbᴅqᴅ , sadᴅcᴅ hisslᴅrimizlᴅ deyil, 

inanclarēmēzla da baĵlēdēr vᴅ bu, b¿t¿n d¿nyanēn g¿ĸᴅlᴅrinᴅ  yayēlēr. 

 ¦rᴅyimiz, b¿t¿n inanclarē, hisslᴅrimizi elektromaqnetik dalĵalarla titrᴅĸimᴅ ­evirᴅn bir 

vasitᴅdir. ¦rᴅyimiz vᴅ inanclar, fikirlᴅr vᴅ duyĵularēmēzē, titrᴅyiĸlᴅrlᴅ hava dalĵalarē vasitᴅsi ilᴅ 

baĸqa bir dilᴅ ­evirir vᴅ yayēr.  

Bu x¿susiyyᴅtlᴅr, ñHeart Mathò Ķnstitunun araĸdērmalarēnda m¿ᴅyyᴅn edildi: ¿rᴅk 

dºy¿nt¿s¿n¿n elektrik yoĵunluĵu (elektrokardiyografi EKG), beynin elektrik yoĵunluĵundan 

(elektroensefaloqrafi EEG) 60 qat daha ­oxdur. Bununla yanaĸē, ¿rᴅyimizin maqnetik sahᴅsi, 

beynimizdᴅki sahᴅdᴅn 50 qat daha ­oxdur. Ona gºrᴅ ¿rᴅyimizlᴅ, beynimizlᴅ yaydēĵēndan daha 

q¿vvᴅtli enerji yayērēq. Depressiya halēnda istᴅdiklᴅrimizi sadᴅcᴅ  beynimizlᴅ xᴅyal etsᴅk, 

¿rᴅyimizin yerinᴅ sadᴅcᴅ beynimizin elektromaqnetik dalĵalarē yayēlacaq. ¦rᴅyimiz isᴅ 5 min qat 

daha g¿cl¿ bir ĸᴅkildᴅ d¿nyaya gᴅr­ᴅk inanclarēmēzē, yeni ĸ¿bhᴅlᴅri, qorxularēmēzē yayacaq. 

¦rᴅyimizlᴅ d¿nyanē dᴅyiĸdirᴅ bilᴅrik. Bºy¿k m¿tᴅfᴅkkirlᴅr dᴅ d¿nyanē qᴅlbimizin gºz¿ ilᴅ gºrmᴅyi 

tºvsiyᴅ etmiĸdirlᴅr. 

Musiqi terapiyasēnēn, bildiyiniz kimi, bir ­ox metodlarē mºvcuddur vᴅ praktikalarēnē hᴅyata 

ke­irᴅn terapistlᴅr, terapiyaya ehtiyacē olan insanlara (onlarē bundan sonra ñpasiyentò olaraq 
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adlandēracaĵam), onlarēn hallarēna gºrᴅ fᴅrqli musiqi nºvlᴅrindᴅn,  musiqi terapiyasēnēn aktiv vᴅ 

passiv halēn¿ns¿rlᴅrindᴅndan istifadᴅ edirlᴅr. Burada folklor, klassik vᴅ bᴅstᴅkar musiqisi, oyun 

havalarē vᴅ hᴅr kᴅsin istifadᴅ edᴅ bilᴅcᴅyi Orf alᴅtlᴅrindᴅn istifadᴅ edilᴅ bilᴅr. Fᴅqᴅt ilk 

­alēĸmalarēmdan etibarᴅn pianoda  improvizᴅ ­almaq mᴅnᴅ daha mᴅqsᴅdᴅuygun gᴅldi. Niyᴅ?  

¢¿nki terapiya ihtiyacē olan pasiyent, ᴅvvᴅlki   yaĸadēĵē ­ᴅtin haldan qurtulmaq ¿­¿n yol 

axtarēĸēndadēr vᴅ mᴅn ona, onun bildiyi, onun nᴅ zamansa  hᴅyatēnda tᴅsirli xatirᴅlᴅr buraxmēĸ bir 

sēra yēĵēlmēĸ y¿klᴅrlᴅ gᴅldiyi ¿­¿n mᴅn, ona sᴅslᴅnmiĸ vᴅ bilinᴅn  musiqini ­ala bilmᴅrᴅm. Ķlk ºncᴅ 

onu, yaĸadēĵē vᴅziyyᴅtdᴅn ­ēxartmalēyam. Bu halda improvizᴅ tam da uyĵun vᴅ ­ox g¿cl¿ bir vasitᴅ 

olur.  Bu improvizᴅlᴅrᴅ, lazēm olduĵunda, sᴅsimlᴅ dᴅ m¿ĸayiᴅt edirᴅm. Ķmprovizᴅ edᴅrkᴅn, sanki 

pasiyentlᴅ bir dialoq halēnda titrᴅyiĸlᴅrlᴅ ¿nsiyyᴅt quraraq, onun mᴅnᴅ anlatmadēĵē, fᴅqᴅt ­ox vacib 

bir x¿susiyyᴅti hiss edᴅ bilirᴅm. Bu dialoq zamanē, onun ­ēxa bilmᴅdiyi vᴅ hᴅll edᴅ bilmᴅdiyi 

vᴅziyyᴅt, he­ dᴅ ­ᴅtin olmadēĵēnē gºrᴅrᴅk, sᴅslᴅrlᴅ g¿clᴅnir, hava boĸluĵunda u­ub getmᴅsinᴅ kºmᴅk 

edir.  

Bu mexanizmin necᴅ dᴅ g¿cl¿ bir ĸᴅkildᴅ ­alēĸdēĵēnē seans ᴅrzindᴅ m¿ĸahidᴅ edirᴅm. Amma 

gºzlᴅ gºr¿nᴅn, ᴅldᴅ tutulan bir ĸey olmadēĵē ¿­¿n, bunu yaĸanmadan anlatmaq olduqca ­ᴅtindir. Baĸ 

verᴅn prosesin ĸahidi olursan, nᴅticᴅsini gºr¿rsᴅn, lakin bunun necᴅ baĸ vermᴅsini, sᴅbᴅbini 

anlatmaqda ­ᴅtinlik ­ᴅkirsᴅn. Doĵru, tibbi nºqteyi-nᴅzᴅrdᴅn cihazlarla, improvizᴅdᴅn ºncᴅ vᴅ sonra 

ºl­¿lᴅrᴅ baxdēĵēnda, qan tᴅzyiqindᴅ, nᴅbzindᴅ, bir sēra baĸqa cᴅhᴅtdᴅn m¿sbᴅt dᴅyiĸikliklᴅri 

gºr¿rsᴅn, lakin sᴅndᴅn bir ne­ᴅ metrᴅ aralēqda uzanan pasiyentin sadᴅcᴅ nᴅfᴅs axēnē ilᴅ, ¿z¿ndᴅki 

ifadᴅnin dᴅyiĸimi ilᴅ, g¿l¿msᴅmᴅ vᴅ aĵlayēĸē ilᴅ sᴅslᴅrin,  bu qᴅdᴅr dᴅyiĸimin yarada bilmᴅsini 

anlatmak mᴅnim ¿­¿n son dᴅrᴅcᴅ ­ᴅtin olmuĸdur.  

 Mᴅnim b¿t¿n bu anlatmaq istᴅdiklᴅrimi  mᴅĸhur etnomusiqiĸ¿nas, alim Ķ. Ķ.Zemtsovskinin 

ñMusiqili varlēĵēn antropologiyasēò (ɸʥʪʨʦʧʦʣʦʛʠʷ ʤʫʟʳʢʘʣʴʥʦʛʦ ʩʫʱʝʩʪʚʦʚʘʥʠʷ) kitabēnda ­ox 

ᴅtraflē vᴅ he­ bir yerdᴅ danēĸēlmasē mᴅĸᴅqqᴅtli olan musiqi terapiyasēnēn tam da qᴅlbindᴅn sºz 

etmiĸdir. Onun fikrincᴅ, improvizᴅ ­alan ĸᴅxsiyyᴅt bu alᴅmdᴅ ola-ola, baĸqa bir alᴅm yaradēr. Alim 

bu halē ñikialᴅmlikò olaraq sᴅciyyᴅlᴅndirir.  Yaradēcē ĸᴅxsiyyᴅt bu halēyla ĸamanlara bᴅnzᴅyir. 

ķamanlar, ritual vaxtēnda hᴅm yerin altēna, hᴅm dᴅ gºy¿n m¿xtᴅlif tᴅbᴅqᴅlᴅrinᴅ gedib ­ēxa bilirlᴅr. 

Buna gºrᴅ ĸamanlarēn ritualē ikialᴅmliyin parlaq n¿munᴅsidir.  

Mᴅsᴅlᴅn, ĸaman oxuyarkan, hᴅm ᴅtrafēndaki insanlarēn yanēnda, eyni zamanda da adi 

insanlarēn mºvcudluĵu m¿mk¿n olmayan y¿ksᴅk sᴅmalara ­ēxaraq, kiminlᴅ, haraya, nᴅ ¿­¿n 

getdiyini gºstᴅrir, b¿t¿n canlēlarla gºr¿ĸ¿r, ¿nsiyyᴅtᴅ ke­ir, nᴅticᴅdᴅ ĸaman, eyni zamanda iki 

alᴅmdᴅ mºvcud ola bilir. Getdiyi alᴅmlᴅrdᴅn ĸaman, bir qayda olaraq, zᴅfᴅrlᴅ qayēdēr. Onun ¿­¿n 

bu alᴅmlᴅr bir-birindᴅn ayrē mºvcud deyil. Nᴅticᴅ olaraq, Ķ.Zemtsovskiy deyir ki, bu ikialᴅmlik, 

ayrē-ayrē alᴅmlᴅr deyil, bᴅdii yaradēcēlēĵēn ayrēlmaz b¿t¿n¿, vᴅhdᴅtidir. 

Bunlarē anlataraq, ­aldēĵēm improvizᴅlᴅrin hansē q¿vvᴅyᴅ sahib olduĵunun az da olsa burada 

gºstᴅrmᴅk istᴅdim. 

Ķnsan bᴅdᴅni hᴅlᴅ dᴅ kifayᴅt qᴅdᴅr araĸdērēlmamēĸ, bunu ­alēĸmalarēm sērasēnda ᴅyani surᴅtdᴅ 

gºrᴅ bilirᴅm. ¢ēxēĸēmēn sonunda klinikada improvizᴅ ¿sulu ilᴅ terapiya etdiyim pasiyentlᴅrdᴅn 

sadᴅcᴅ iki nᴅfᴅrin, terapiyadan ᴅvvᴅl vᴅ terapiyadan sonra klinik nᴅticᴅlᴅrinᴅ diqqᴅtinizi ­ᴅkmᴅk 

istᴅrdim (T¿rk dilindᴅdir). 

 

42 Yaĸ - Erkek Danēĸan 
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Tanē : Hipertansiyon ile seyreden, 

Obezite ve Yeme Bozukluĵu  

Danēĸan Hikayesi 

Dahiliye ve Kardiyoloji bºl¿mlerinin kontrol¿ne devam eden danēĸan, diyetisyen ile yaptēĵē 

­alēĸmalara uyum saĵlayamadēĵē i­in kilo kontrol¿nde baĸarēya ulaĸamamēĸtēr.  

Vaka -1 

Daha ºnceleri, bir seminerde yapmēĸ olduĵum toplu ­alēĸmaya katēlmēĸ ve benim yaptēĵēm 

uygulamalarē gºrm¿ĸt¿r. M¿zik Terapi'nin, rahatsēzēlēĵēna faydalē olabileceĵini d¿ĸ¿nerek; T¿rkiye 

Cumhuriyeti Saĵlēk Bakanlēĵēnca yetkilendirilmiĸ bir m¿zik terapi uygulayēcēsē aramēĸ ve benimle 

iletiĸime ge­miĸtir.  

¢alēĸma ¥ncesi Deĵerler 

Kilo : 122 kg 

Tansiyon : 140 / 90 ( 10 mg tansiyon ilacē kullanēyor ) 

Nabēz : 96 

A­lēk Kan ķekeri: 130 mg/dl 

Total Kollestrol: 298 mg/dl 

Trigliserid: 221 mg/dl  

Vaka -1- 

¢alēĸma Ķ­eriĵi 

Danēĸan ile, 2 hafta aralēklarla, 3 seans ­alēĸma yapēldē. Seanslar ortalama 1 saat s¿rd¿. 

¢alēĸmalarēmēzda yoĵunluklu olarak PASĶF M¿zik Terapi uygulamalarē olmakla birlikte; nadiren 

perk¿syon enstr¿manlarē ile AKTĶF M¿zik Terapi uygulamalarēna da yer verildi. Ayrēca frekans ( 

titreĸim ) enst¿manē olarak da diyapazon kullanēldē.  

¢alēĸma Sonrasē Deĵerler 

(8 hafta sonra deĵerler tekrar kontrol ettirildi.) 

Kilo: 115 kg ( -7 kg) 

Tansiyon: 130 / 80 (Tansiyon ilacē, doktoru tarafēndan 5 mg óa d¿ĸ¿r¿ld¿) 

Nabēz: 74 (ilk deĵer 96) 

A­lēk Kan ķekeri: 96 mg/dl (ilk deĵer 130) 

Total Kollestrol: 202 mg/dl (ilk deĵer 298) 

Trigliserid: 177 mg/dl (ilk deĵer 221)  

Sonu­ 

Danēĸanla, ºncelikli olarak anksiyete ve deĵersizlik hissi ­alēĸēldē. Danēĸanēn ruhsal d¿nyasēna 

yaptēĵēmēz M¿zik terapi yolculuĵu Ruhsal be bedensel iyileĸmeye olanak saĵladē. Bu sayede anormal 

yeme alēĸkanlēĵē durdu.  

Sonu­ 

7 kilo kaybetmesi ile beraber, tansiyon ^ƴtansiyon ilacŕnŕn dozu doktoru tarafŕndan yarŕya 

dƬƝƬrüldü. Kan Ɲekeri ve vücuttaki kan yaŌlarŕnda da önemli bir azalma tespit edildi. 

(Not: Danēĸan, M¿zik Terapi uygulama seanslarē s¿recinde, diyetisyen, egzersiz programē ya 

da ºzel bir diyet programē uygulamamēĸtēr. )  

48 Yaĸ - Kadēn Danēĸan 

Tani : Ge­irilmiĸ kēsmi fel­ ( sol ) ķikayet : Kulak ¢ēnlamasē  

Vaka-2 

Danēĸan Hikayesi 

10 yēl ºnce bedeninin sol tarafēnē etkileyen kēsmi fel­ ge­irmiĸ; tedavi sonrasē fiziksel 
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rahatsēzlēklarē b¿y¿k ºl­¿de azalmēĸ; son 3 yēldēr her iki kulaĵēnda (saĵ kulakta daha fazla olmak 

¿zere ) kulak ­ēnlamasē ĸikayeti bulunmaktadēr.  

Takip eden nºroloji doktoru tarafēndan t¿m tetkikleri yapēlmēĸ ve kulak ­ēnlamasēnē a­ēklayan 

bir patoloji tespit edilmemiĸ. Danēĸan, yine takibini yapan tamamlayēcē tēp doktoru tarafēndan bana 

yºnlendirildi.  

¢alēĸma Ķ­eriĵi 

Danēĸan ile 1 hafta aralēklarla 3 seans ­alēĸma yapēldē. 

Seanslar ortalama 1.5 saat s¿rd¿. Yine yoĵunluklu olarak PASĶF m¿zik terapi uygulamasē 

kiĸisel yºntemim ile harmanlanarak frekans ve enerji ­alēĸmasē da dahil edildi.  

Sonu­ 

Saĵ kulaktaki ­ēnlamanēn minimal d¿zeye indiĵi ve sol kulakta ise neredeyse hi­ ­ēnlama 

kalmadēĵē, danēĸandan geri bildirim olarak alēndē. 
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PHYSIOLOGICAL ASPECTS OF MUSIC THERAPY  

The subject of active scientific study by scientists in various fields remains the issues of the 

psycho-physiological impact of music on a person. The first attempts to scientifically understand the 

mechanism of the effect of music on the human body date back to the 17th century, and experimental 

studies - to the 19th - 20th centuries, when scientists were only trying to bring a physiological basis 

to empirical facts. As a result of special physiological studies, the influence of music on various 

human systems was revealed: the perception of music accelerates heart contractions, increases the 

rate of respiration, increases the pulse, breathing depending on the pitch, volume and timbre of the 

sound, and the frequency of respiratory movements and heartbeats changes depending on the tempo 

and tonality of the music. It was also established that the physiological effect of music on a person 

is based on the fact that the nervous system, and with it the muscles, have the ability to assimilate 

musical rhythm, while music as a rhythmic stimulus stimulates the physiological processes of the 

body, occurring rhythmically both in the motor and in the vegetative sphere. In turn, the rhythms of 

individual human organs are always proportionate, and there is a certain connection between the 

rhythm of movementand the rhythm of the internal organs. 

The study of the emotional significance of rhythm and tonality in music therapy has shown 
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their ability to induce a state adequate to the nature of the stimulus. 
 

Thus, music, accompanying humanity throughout its entire evolution of development, was 

of great importance not only in the spiritual, moral-aesthetic education of man, but also in his health 

and wellness recovery. 

 

IIIA01  SHUSHA MUSICAL HERITAGE IN THE CONTEXT OF THE DIALOGUE OF  

CULTURES 

 a. Musical dynasties of Shusha in Azerbaijani  culture 

b. The contribution  of Shusha musicians to the legacy of Caucasian music 

c. Shusha in the context of dialogues between the cultures of East and West 

d. New or little -known sources about Shusha musicians and musical activities CHAIR: 

ABDULLAH AKAT  
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VOCAL -PERFORMING TRADITIONS OF SHUSHA AND THE VOCAL SCHOOL 

OF BULBUL  

 

Abstract: Shusha played an exceptional role in the development of Azerbaijani musical art, 

which manifested itself in the emergence of a myriad of outstanding masters of singing. Special 

schools were created for their education, primarily of religious orientation (similar to primary 

European conservatories), but providing comprehensive knowledge of the basics of the mugham art, 

including Eastern languages and classical poetry. All the renowned singers-khanende of the 19th and 

early 20th centuries in the history of Azerbaijani music were educated in these schools. Among them 

is the name of Bulbul (birth name - Murtuza Mammadov, 1897-1961), the first Azerbaijani singer-

khanende who transitioned to the operatic-vocal style of singing and organically combined in his 

work the elements and principles of traditional singing (mugham and ashiq) with European bel canto. 

In light of the above, not only is Bulbulôs extensive creative heritage of great value, but his scholarly 

works are as well.  

Keywords: Shusha, Azerbaijani musical art, Karabakh khanende and ashiqs, special singing 

schools, Bulbul (Murtuza Mammadov), Bulbulôs music research and scholarly reports  

 

Bulbul (real name Murtuza Mᴅmmᴅdov ï 1897-1961) entered the history of 20th-century 

Azerbaijani music as an outstanding singer who laid the foundations of national opera vocals, a 

researcher, teacher, and public figure, and one of the great Uzeyir Hajibeyli's faithful companions in 

creating a new direction in Azerbaijani musical culture. His name is one of the symbols of Shusha. 

After its liberation from occupation in 2020, the Bulbul House Museum was one of the first buildings 

in devastated Karabakh to be restored and became a place of pilgrimage for both our compatriots and 

numerous visitors.  
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Much has been written about Shusha and its rich musical traditions.  

As a native of Shusha, Bulbul grew up in this fertile musical environment, leaving behind 

many valuable observations and memories. 

In this article, we will attempt to examine the vocal performance traditions of this unique city 

through the eyes of Bulbul himself, whose scholarly legacy sheds light on many aspects of the 

Azerbaijani singing school. As a professor at the Azerbaijan State Conservatory, he also headed the 

ñMusic Research Scientific Officeò there, tasked not only with collecting and notating folklore but 

also with comprehensively studying the traditions of professional musical art. Evidence of this is 

found in the numerous reports and articles by the singer and pedagogue, written during the 1930s-

1950s,  which, for the first time, from a modern scientific perspective, touch upon the issues of 

khanende and ashiq performance - two main branches of traditional Azerbaijani professional musical 

art. The first report was presented in 1932 at the conservatory after the singer's arrival from his 

homeland of bel canto - Italy, where he studied this art for four years. Bulbul's scholarly legacy vividly 

reflects his tireless quest to create a distinctive Azerbaijani opera singing school, based on the 

traditional singing style. In his reports, Bulbul examines the vocal characteristics of khanende and 

ashiqs and provides information on traditional terminology, performance techniques, and teaching 

methods in singing schools in Shusha. He also discusses the phonetic features of the Azerbaijani 

language, which undoubtedly influence the production of the operatic voice, and shares principles for 

new exercises based on his practice. Additionally, he provides interesting information about the 

hygiene of singing voices, which was practiced by Karabakh khanende and ashiqs. He also discusses 

methods for treating throat and vocal cord ailments using traditional remedies. The most complete 

version containing this information is a report read in March 1941 at the All-Union Conference of the 

Committee on Arts Affairs in Baku [B¿lb¿l, 1968. pp. 131-179; ʄʘʵʩʪʨʦ ɹʶʣʴʙʶʣʴ, 2007. pp.183-

249]. We will attempt to summarize and comment on some of the valuable information and scientific 

propositions put forward by the maestro, which arose as a result of personal observations, extensive 

experience, and practical skills, as well as on the basis of a study of various sources. The valuable 

facts and observations contained in Bulbul's works are of great significance for the study of the 

historical and theoretical foundations of traditional vocal performance. This is particularly important 

due to the insufficient exploration of these issues in domestic musicology. Additionally, his work is 

crucial for the comprehensive examination of evolutionary processes in national vocal culture that 

occurred in the second half of the 19th and the first half of the 20th centuries. Bulbul's scholarly 

legacy includes articles on various topics and more than ten reports examining traditional Azerbaijani 

vocals and the development of a new singing art. The singer's interest in the scientific study of 

traditional Azerbaijani vocals arose from his extensive work at the research center for the study of 

Azerbaijani folklore and classical musical heritage. Bulbul was born and raised in Shusha, the capital 

of what was then the Karabakh Khanate, which had become renowned by the mid-19th century as the 

musical center of the South Caucasus. According to recollections, the future singer's father had a 

beautiful voice, and his recitation of suras from the Quran literally captivated believers. This gift was 

inherited by his son, Murtuza, who, by the age of 10, not only recited the Quran but also sang 
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mughams and folk songs with a beautiful voice. The nickname Bulbul (Azerbaijani for "nightingale"), 

given to him as a child, remained with him as his stage name. The fact is that the nightingale's trills 

were considered the standard of perfection for khanendes: in Shusha, there even existed a special 

ritual of "calling the nightingale," during which early in the morning, khanende singers would gather 

in picturesque natural areas and try to attract the attention of the singing birds with their singing (this 

information was obtained orally from famous khanendes). Therefore, the history of khanende art 

knows of more than one instance of a singer being given the nickname "nightingale" (for example, 

the famous Shusha khanende Abdulbagi Zyulalov (1841-1927) was once nicknamed Bulbuljan by 

music connoisseurs). 

 
The religious school of Molla Ibrahim played a special role in Bulbul's development as a 

singer-khanende. In the 19th century, such schools were located in the cities of Shusha, Shamakhi, 

and Baku. However, the Shusha schools were particularly renowned. Among the founders and 

teachers of these schools, Harrat Gulu (1823-1883) and Molla Ibrahim were particularly prominent. 

They trained boys with singing voices in mugham singing for the Shabih mysteriesðtheatrical 

performances performed in the month of Muharram, recounting the martyrdom of Imam Hussein and 

his companions on the outskirts of Karbala (these schools evoke analogies with the early European 

conservatories, which trained young boys with good voices for church choirs.)  

 
Almost all of the most famous Azerbaijani khanendes of the 19th and early 20th centuries, 

mentioned by Bulbul in his scholarly works, graduated from these schools. Among them were such 

outstanding khanendes as Haji Husi, Meshadi Isi, Abdulbagi Zulalov, Jabbar Karyagdy, Islam 

Abdullayev, Seyid Shushinsky, Khan Shushinsky, and others. Bulbul provides valuable insight into 

the principles of mugham teaching in these schools, where music was intended to express the ideas 

of the clergy and, thus, was subordinate to religious leaders. 
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From Bulbul's reports, we learn that Molla Ibrahim trained children aged 10 to 16, while 

Harrat Gulu taught more advanced and established students. The school selected boys with high 

voices for the female roles in shebih ceremonies, which included the performance of the mournful 

chants marsiya and nokha based on the mugham, as well as corresponding mughams with mournful 

content. Particular attention was paid to voice training and breathing techniques. It was important to 

develop the ability to convey the required content and emotional undertones. Bulbul writes: "The 

teacher and director tried to find the most touching, melancholy notes in the voices, to make people 

cry. The singer had to master all nuances from fortissimo to pianissimo. All voices had to cover more 

than two registers. [é] During singing lessons, the teacher held a sharp stick in his hand, with which 

he hit his students if they sang through their nose or throat. He forced them to perform difficult 

coloratura passages with a light tone, equally in all registers." [ʄʘʵʩʪʨʦ ɹʶʣʴʙʶʣʴ, 2007. p. 212] 

As we can see, nasal and throaty singing was prohibited and considered unpleasant. It is quite possible 

that this was intended to prevent future problems with adolescent voice training. On the other hand, 

the bans are also explained by the fact that throat melismas and ringing zangule were inconsistent 

with the mournful spirit of the Shebih and were therefore strictly discouraged by teachers and 

directors. After all, the word bogaz (literally "throat" in Azerbaijani) in khanende terminology also 

refers to throat melismatic techniques in mugham singing [ʕʥʮʠʢʣʦʧʝʜʠʷ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʛʦ 

ʤʫʛʘʤʘ, 2012. p. 81].  

A distinctive, mournful style of mugham singing, accentuated by lamentation, was cultivated 

in these schools and, as a result, led to khanendes becoming professional marsiyakhans and 

novzakhans, some specializing in this field. There are reports of famous khanendes combining secular 

mugham singing at wedding celebrations and literary and musical assemblies with marsiyakhanlyg 

and rovzekhanlyg. Although the practice of shebikha in Azerbaijan and the training of khanendes in 

this field fell into oblivion and was gradually eradicated during Soviet times, the tradition of singing 

mugham with a particularly pronounced lamentation has not lost its significance and appeal to this 

day. 

Bulbul's description of the khanende's performing style is also of great interest. He states that 

"it also bears the stamp of tradition. [é] The motionless posture, closed or half-closed eyes, the 

expression of inner concentration on the faceðall these mannerisms, professionally developed by the 

khanende, lend his singing a thoughtful and serious character. During the performance, the singer 

seems to withdraw deeply into himself, into the world of his inner experiences. For some singers, this 

state even takes on the character of ecstasy" [ʄʘʵʩʪʨʦ ɹʶʣʴʙʶʣʴ, 2007. p. 189]. In this observation, 

Bulbul provides not only information about the manner of mugham performance but also about the 

nature of the art of mugham as an inherently sacred phenomenon. Naturally, the duration of the 

expression of this sublime idea and the attainment of the described state did not imply a specific time 
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frame. In this regard, Bulbul notes the following: "The khanende preserved the ancient culture of 

mugham performance in its purest form. The ability to perform mugham in a formal manner for two 

to three hours, while displaying virtuoso improvisational brilliance, was the measure of a khanende's 

worth as a singer" [ʄʘʵʩʪʨʦ ɹʶʣʴʙʶʣʴ, 2007. p.190]. Bulbul also describes the khanende's ornate 

attire: "The khanende's traditional attire was filled with all sorts of jewelry, chains, rings, and 

keychains with gold and silver carvings. Their instruments were also decorated with gold monograms 

and intricate carved inlays." [ʄʘʵʩʪʨʦ ɹʶʣʴʙʶʣʴ, 2007. p.187] In the 19th century, Shusha, rich in 

musical traditions, organically intertwined two main branches of professional musical artðthe ashiq 

and mugham traditions. It is noteworthy that in Bulbul's works, the art of the khanende is always 

considered in comparison to the art of the ashiq, that is, in terms of the interconnections and mutual 

influences of these two main branches of Azerbaijani traditional music. Noting the important role of 

the art of the ashigs in the Azerbaijani musical culture, Bulbul aptly remarks that "no matter what 

area of national musical culture we encounter, we everywhere encounter indelible features of the 

influence of ashig creativity" [ʄʘʵʩʪʨʦ ɹʶʣʴʙʶʣʴ, 2007. p. 194] or, "under the influence of the 

ashigs, the khanende adopted a purely folk character in the performance of works." [ʄʘʵʩʪʨʦ 

ɹʶʣʴʙʶʣʴ, 2007. p. 210]. In this regard, the most striking example for Bulbul was the work of the 

outstanding singer, a representative of the Karabakh mugham school, Jabbar Garyagdy oglu, whom 

he considered the creator of a new Azerbaijani style of mugham singing, drawing musical material 

from the folk environment, primarily from the work of the ashigs. It was from the singing of Jabbar 

in the 1930s that Bulbul recorded more than 300 songs and tasnifs, which were included in song 

collections prepared under his editorship. Comparing the voices of ashigs and khanendes, he notes 

that while ashigs sing with a "chest" and "head" voice, the khanende's vocal register fluctuates 

between three and four registers. In his opinion, the khanende's vocal range is significantly wider than 

that of ashigs. A khanende's vocal range should reach two and a half octaves, for example, from the 

B  ʐof the small octave to the C of the second octave and the F of the third octave. Jabbar Garyagdy 

oglu possessed precisely this vocal range. In general, regarding vocal mastery, Bulbul believed that a 

performer must master the technique of transitioning perfectly from chest to head singing and be able 

to sing in extremely high tones, which was especially important in Shusha. Comparing the artistic 

traditions of khanendes and ashigs, Bulbul shares another interesting observation about the 

peculiarities of their educational process. While the so-called rovzekhan schools, where adolescents 

with beautiful voices were taught to sing mughams in religious ceremonies, accepted boys as young 

as 10 years old, "an ashig began his studies only after turning 16" [ʄʘʵʩʪʨʦ ɹʶʣʴʙʶʣʴ, 2007. p. 

205]. This was explained by the fact that the high voices of 10-year-old boys were needed to perform 

female roles (women and girls, as Bulbul emphasized) in the Shabih mysteries. Bulbul himself began 

his singing career performing such roles, as he wrote about in his works. However, the ashigs, who 

had never participated in these mysteries, took on teenagers whose voices had already undergone a 

mutation as their students (shagirds). Furthermore, among the ashigs, the educational process began 

with learning to play the saz, whereas in mugham schools, as Bulbul notes, singing was of primary 

importance. Apparently, some talented, musically gifted students of religious schools who lost their 

voices as a result of a mutation later learned to play the tar, kamancha, and other instruments. We 

encounter this fact in the biography of the outstanding innovative tar player from Shusha, Sadikhjan.  

In his well-known work, "Khanende and Ashygi," Bulbul compares the possibilities for improvisation 

in mugham and ashig music performance and concludes that the art of the khanende offers greater 

opportunities than ashig music. Thus, "in contrast to the ashigs, the khanende determined his path 

less dependent on his master; rather, he imitated his master, but infused his own mood and tastes into 

his performance" [ʄʘʵʩʪʨʦ ɹʶʣʴʙʶʣʴ, 2007. p. 210]. The khanende could "move from one mode 

to another at his own discretion, make cadences at his own discretion, or sing tesnifs where he deemed 

it necessary. (At the same time,) he himself determined the duration of sounds and trills." Defining 

the art of mugham as the art of the khanende, the art of singing, is one of Bulbul's most important 

scientific postulates. He firmly believed that the singer, or khanende, is the central figure in the art of 

mugham, and the instrumental ensemble accompanying him is traditionally called the khanende 
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ensemble (xanϸndϸ dϸstϸsi), thus emphasizing the singer's leading role. Other ensemble members 

include the tar player and the kamancha player, sometimes joined by a gosha-nagara percussion 

instrument player. Judging by available information and photographs dating back to the second half 

of the 19th century, mugham ensembles of that time may have had a larger composition. However, 

the above-described type of mugham ensemble was the most widespread due to its mobility, and, in 

accordance with the genre of music it performed, it was later called the "mugham trio." 

From Bulbul's words, we also learn about the classification of voice types accepted among 

traditional singers, which also reflects qualitative assessments: 

Ag ses (white voice) ï a voice lacking artistic beauty and distinction; 

Gara ses (black voice) ï a voice with an uncertain timbre; 

Jyr ses (unripe voice) ï an unpolished, "raw" voice; 

Yagly ses (fat voice) ï a good, rich voice; 

Malahatli ses ï a pleasant and expressive voice; 

Dayarli ses ï a beautiful, valuable voice. [ʄʘʵʩʪʨʦ ɹʶʣʴʙʶʣʴ, 2007. p. 194] 

Some of these definitions remain in the current lexicon of performers, but there are also 

forgotten ones, for example, the division of voices into ñwhiteò and ñblackò, which gives an idea of 

the traditional criteria of that time in evaluating singing voices. 

Bulbul has gone down in the history of Azerbaijani music as the founder of the national school 

of opera singing. This has undoubtedly been facilitated by the scholarly understanding of his journey 

from khanende (mugham performer) to opera vocalist. This journey began in Shusha, with its rich 

musical traditions. Of course, it is impossible to cover the entire topic in a single article or report, as 

several questions remain unanswered in this study. However, we have attempted to highlight those 

aspects of Bulbul's scholarly legacy that contribute to the reconstruction of the vibrant musical 

environment of Shusha at the turn of the 19th and early 20th centuries and to the revelation of his 

significance in the development of national vocal performance traditions, particularly in mugham 

performance. 
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THE SHUSHA MUSICIANS IN THE MATERIALS  

OF THE STATE MUSEUM OF MUSICAL CULTURE OF AZERBAIJAN  

The collections of the State Museum of Musical Culture of Azerbaijan have more than 60 

thousand items. Archives, sound recordings, personal belongings, items of fine arts and other 

materials related to the figures of musical art of Shusha and the whole of Garabagh occupy a great 

place in them. These are khanendes, tarists, singers, composers, conductors, and musicologists born 

there, whose names are inscribed with golden letters in the history of Azerbaijani music: Mir  Mohsun 

Navvab (1833-1918), Kechachioglu Mahammad (1864-1940), Meshadi Mammad Farzaliyev (1872- 

1962), Majid Behbudov (1873-1945), Uzeyir and Zulfugar Hajibeyovs (1885-1948, 1884-1950), 

Seyid Shushinsky (1889-1965), Bulbul (1897-1961), Khan Shushinsky (1901-1979), Afrasiyab 

Badalbeyli (1907-1976), Zakir Baghirov (1916-1996), Ashraf Abbasov (1920-1992), Suleyman 

Aleskerov (1924-2000), Vasif Adygezalov (1935-2006), Aida Taghizade (1934), Nargiz Shafiyeva 

(1940-1920), Fuad Ibrahimov (1982), and many others. Some historical documents have been 

revealed outside Azerbaijan. 

These are the documents of the great Azerbaijani composer, founder of composer music in 

Azerbaijan and the Muslim East Uzeyir Hajibeyov: his birth certificate, certificate of the Bek origin, 

certificate of graduation from the Transcaucasian Teachers' Seminary in Gori, passport, two 

applications to the rector of the St.Petersburg Conservatory and copies of some documents 

handwritten by Hajibeyov. They were revealed by us as a result of work carried out on behalf of 

Doctor of Art History, musicologist Farah Aliyeva. We managed to find these documents in St. 

Petersburg City Historical Archive and bring them into scientific use. They are on display in copies 

at the State Museum of Musical Culture of Azerbaijan. 

The historical documents available in the museum, starting from the 19th century, speak about 

the rich cultural life of Shusha and Garabagh, about the special environment that gave birth to entire 

dynasties of musicians, and undeniably testify to foreigners (Azerbaijani people do not need any 

explanations!) that Shusha, Garabagh, is Azerbaijan! 

Keywords: Shusha, Garabagh, State Museum of Musical Culture of Azerbaijan, Uzeyir 

Hajibeyov 
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ABOUT HUSEYNGULU SARABSKI KARABAKH MUGHAM SCHOOL  

In the personal archive of Huseyngulu Sarabski, kept in the Institute of Manuscripts of ANAS, 

his interesting thoughts and memories about the Karabakh singers and the Karabagh mugham school 

are kept. He highly appreciated the art of master singers and instrumentalists of Karabakh and always 

reffered to their art in his writings, he showed their art and performance as an example. 

During his pedagogical activities, Huseyngulu Sarabski always proudly talked to his students 

about the achievements of the Karabakh mugham school and the achievements of the Karabakh 

singers in the art of mugham. He advised the young generation to learn mugham from Karabakh 

singers. 

Huseyngulu Sarabski pointed out that the mughams performed by the Karabakh singers fully 

correspond to the spirit of the entire Azerbaijani people and that they all sing Azerbaijan mughams, 

despite the fact that everyone has their own creative way. In his writings Sarabski emphasized that 

along with Karabakh singers, tarzans also played an important role in the development of Azerbaijan 

mugham art. 

Especially he appreciated the superiority and importance of the tar reconstructed by 

Sadikhcan. 

Thus, as it is known from the archive materials, in Huseyngulu Sarabski's thoughts about the 

Karabakh mugham school the high performance qualities, creative achievements, innovations of 

Karabakh singers and instrumentalists and their contributions to the national musical culture of 

Azerbaijan and in generally, their role in the development of the mugham art has been professionally 

justified and reflected., 

Keywords: Huseyngulu Sarabski, Karabakh mugham school, personal archive 

 

ʈʝʥʘ ʄʘʤʝʜʦʚʘ 

 ɼʦʢʪʦʨ ʠʩʢʫʩʩʪʚʦʚʝʜʝʥʠʷ, ʧʨʦʬʝʩʩʦʨ 

ʟʘʚ. ʦʪʜʝʣʦʤ çɺʟʘʠʤʦʩʚʷʟʝʡ ʠʩʢʫʩʩʪʚè  

ʀʥʩʪʠʪʫʪʘ ʘʨʭʠʪʝʢʪʫʨʳ ʠ ʠʩʢʫʩʩʪʚʘ 

 ʅʘʮʠʦʥʘʣʴʥʦʡ ɸʢʘʜʝʤʠʠ ʥʘʫʢ ɸʟʝʨʙʘʡʜʞʘʥʘ 

 

ʆ ʈɽɻʋʃʗʊʀɺʅʆʁ ʌʋʅʂʎʀʀ ʅʆɺʓʍ ʇʈʀʆʈʀʊɽʊʆɺ ʄʋɿʓʂɸʃʔʅʆʁ 

ʊʖʈʂʆʃʆɻʀʀ  

ʈʝʟʶʤʝ: ʆʙʰʠʨʥʳʡ ʢʦʥʪʝʢʩʪ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ ʪʨʝʙʫʝʪ ʤʥʦʛʦʚʝʢʪʦʨʥʦʛʦ 

ʘʥʘʣʠʟʘ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʢʫʣʴʪʫʨʳ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ. ʎʝʣʴʶ ʩʨʘʚʥʠʪʝʣʴʥʦʛʦ ʘʥʘʣʠʟʘ 
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ʷʚʣʷʝʪʩʷ ʠʟʫʯʝʥʠʝ ʬʦʨʤʠʨʦʚʘʥʠʷ ʠ ʬʫʥʢʮʠʦʥʠʨʦʚʘʥʠʷ ʤʫʟʳʢʘʣʴʥʦʛʦ ʘʨʭʝʪʠʧʘ ʚ ʤʫʟʳʢʝ 

ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ.  

ɸʨʛʫʤʝʥʪʘʮʠʷ ʧʦʟʠʮʠʠ ʦ ʪʦʤ, ʯʪʦ ʚ ʢʦʥʪʝʢʩʪʝ ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ ʪʶʨʢʦʷʟʳʯʥʳʭ 

ʥʘʨʦʜʦʚ ʩʣʦʞʠʣʠʩʴ ʦʧʨʝʜʝʣʝʥʥʳʝ ʚʳʨʘʟʠʪʝʣʴʥʳʝ ʟʘʢʦʥʦʤʝʨʥʦʩʪʠ, ʢʦʪʦʨʳʝ ʧʨʠʦʙʨʝʣʠ 

ʫʥʠʚʝʨʩʘʣʴʥʳʝ ʩʤʳʩʣʦʚʳʝ ʟʥʘʯʝʥʠʷ ʚʦʟʤʦʞʥʦ ʪʦʣʴʢʦ ʧʨʠ ʫʩʣʦʚʠʠ ʩʨʘʚʥʠʪʝʣʴʥʦʛʦ ʘʥʘʣʠʟʘ 

ʤʫʟʳʢʠ ʨʘʟʣʠʯʥʳʭ ʨʝʛʠʦʥʦʚ ʪʶʨʢʩʢʦʛʦ ʤʠʨʘ. ʀʤʝʥʥʦ ʧʦʵʪʦʤʫ, ʤʥʦʛʦʦʙʨʘʟʠʝ ʢʫʣʴʪʫʨʥʦʛʦ 

ʤʠʨʘ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ ʪʨʝʙʫʝʪ ʦʧʦʨʳ ʥʘ ʦʧʨʝʜʝʣʝʥʥʳʝ ʩʠʩʪʝʤʦʦʙʨʘʟʫʶʱʠʝ 

ʜʝʪʝʨʤʠʥʘʥʪʳ.  

ʇʝʨʩʧʝʢʪʠʚʳ ʨʘʟʚʠʪʠʷ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ ʚ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʤ ʤʫʟʳʢʦʟʥʘʥʠʠ 

ʧʨʝʜʩʪʘʚʣʷʶʪʩʷ ʧʦ ʩʣʝʜʫʶʱʠʤ ʧʘʨʘʤʝʪʨʘʤ. ɻʝʦʛʨʘʬʠʯʝʩʢʦʝ ʨʘʩʰʠʨʝʥʠʝ ʤʘʪʝʨʠʘʣʘ ʧʦ 

ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʝ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ ʠ ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʤʝʪʦʜʦʣʦʛʠʠ ʩʨʘʚʥʠʪʝʣʴʥʦʛʦ 

ʘʥʘʣʠʟʘ. ɼʘʣʝʝ, ʩʨʘʚʥʠʪʝʣʴʥʳʝ ʨʘʟʨʘʙʦʪʢʠ ʚ ʢʦʥʪʝʢʩʪʝ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ ʜʦʣʞʥʳ 

ʵʢʩʪʨʘʧʦʣʠʨʦʚʘʪʴʩʷ ʥʘ ʤʝʞʜʠʩʮʠʧʣʠʥʘʨʥʳʡ ʫʨʦʚʝʥʴ ʟʥʘʥʠʡ. 

ʇʦʜʯʝʨʢʥʝʤ, ʯʪʦ ʫʛʣʫʙʣʝʥʠʝ ʠʩʩʣʝʜʦʚʘʥʠʡ ʧʦ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ ʚ ʦʙʣʘʩʪʴ 

ʤʝʞʜʠʩʮʠʧʣʠʥʘʨʥʳʭ ʚʟʘʠʤʦʩʚʷʟʝʡ ʧʦʟʚʦʣʠʪ ʫʩʠʣʠʪʴ ʪʘʢʠʝ ʧʦʟʠʮʠʠ, ʢʘʢ ʵʪʥʦʛʝʥʝʪʠʯʝʩʢʠʝ 

ʧʨʝʜʩʪʘʚʣʝʥʠʷ ʦ ʤʫʟʳʢʝ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ, ʭʘʨʘʢʪʝʨʠʩʪʠʢʠ ʥʘʮʠʦʥʘʣʴʥʦʡ 

ʩʘʤʦʠʜʝʥʪʠʬʠʢʘʮʠʠ, ʤʠʨʦʚʦʟʟʨʝʥʯʝʩʢʠʝ ʠ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʫʥʠʚʝʨʩʘʣʠʠ ʪʶʨʢʩʢʦʛʦ ʤʠʨʘ.  

ʀʩʩʣʝʜʦʚʘʥʠʝ ʤʝʪʦʜʦʣʦʛʠʯʝʩʢʠʭ ʦʩʥʦʚ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ ʧʦʟʚʦʣʷʝʪ 

ʧʨʠʩʪʫʧʠʪʴ ʢ ʪʘʢʦʡ ʚʘʞʥʦʡ, ʘʢʪʫʘʣʴʥʦʡ ʠ ʥʝʠʩʩʣʝʜʦʚʘʥʥʦʡ ʧʨʦʙʣʝʤʝ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʛʦ 

ʵʪʥʦʤʫʟʳʢʦʟʥʘʥʠʷ ʢʘʢ ʵʚʦʣʶʮʠʷ ʤʫʟʳʢʘʣʴʥʦʛʦ ʷʟʳʢʘ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʠ. ʊʘʢ, 

ʦʪʢʨʳʚʘʝʪʩʷ ʚʦʟʤʦʞʥʦʩʪʴ ʠʩʩʣʝʜʦʚʘʥʠʷ ʛʣʫʙʦʢʠʭ ʧʣʘʩʪʦʚ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʥʘʨʦʜʥʦʡ 

ʤʫʟʳʢʠ, ʝʝ ʛʝʥʝʟʠʩʘ, ʠʟʫʯʠʪʴ ʧʨʦʮʝʩʩʳ ʬʦʨʤʠʨʦʚʘʥʠʷ ʥʘʮʠʦʥʘʣʴʥʦʡ ʩʝʤʘʥʪʠʢʠ 

ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʠ. ɺʤʝʩʪʝ ʩ ʪʝʤ, ʦʧʪʠʤʘʣʴʥʦ ʠ ʘʨʛʫʤʝʥʪʠʨʦʚʘʥʥʦ ʨʘʩʩʤʘʪʨʠʚʘʪʴ 

ʚʦʧʨʦʩʳ ʠʩʪʦʨʠʯʝʩʢʦʛʦ ʨʘʟʚʠʪʠʷ.   

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʤʫʟʳʢʘ, ʪʶʨʢʦʣʦʛʠʷ, ʤʝʪʦʜʦʣʦʛʠʷ, ʩʠʩʪʝʤʘ, ʣʘʜ, ʬʫʥʢʮʠʷ 

 

ɸʟʝʨʙʘʡʜʞʘʥʩʢʘʷ ʛʫʤʘʥʠʪʘʨʥʘʷ ʥʘʫʢʘ ʥʫʞʜʘʝʪʩʷ ʚ ʥʦʚʳʭ ʜʠʩʪʨʠʙʫʪʠʚʥʳʭ ʧʘʨʘʤʝʪʨʘʭ, 

ʢʦʪʦʨʳʝ ʬʫʥʢʮʠʦʥʠʨʫʶʪ ʚ ʧʨʦʩʪʨʘʥʩʪʚʝ ʪʶʨʢʩʢʦʡ ʢʫʣʴʪʫʨʳ. ɸʢʪʫʘʣʠʟʘʮʠʷ ʩʦʟʜʘʥʠʷ 

ʢʫʣʴʪʫʨʥʳʭ ʤʦʜʝʣʝʡ ʚʟʘʠʤʦʩʚʷʟʝʡ ɸʟʝʨʙʘʡʜʞʘʥʘ ʩ ʪʶʨʢʩʢʠʤ ʤʠʨʦʤ ʧʦʟʚʦʣʷʝʪ ʨʘʩʢʨʳʪʴ ʢʘʢ 

ʩʧʝʮʠʬʠʯʝʩʢʠʝ ʩʚʦʡʩʪʚʘ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʛʦ ʠʩʢʫʩʩʪʚʘ, ʪʘʢ ʠ ʦʙʱʝʪʶʨʢʩʢʠʝ ʦʩʥʦʚʳ. 

ʂʘʢ ʠʟʚʝʩʪʥʦ, ʥʘʮʠʦʥʘʣʴʥʘʷ ʠʜʝʷ ʠʩʪʦʨʠʯʥʘ ʠ ʥʝʧʦʩʨʝʜʩʪʚʝʥʥʦ ʩʚʷʟʘʥʘ ʩ ʠʩʪʦʨʠʯʝʩʢʠʤ 

ʢʦʥʪʝʢʩʪʦʤ. ʉʝʛʦʜʥʷ ʦʩʥʦʚʥʦʡ ʩʤʳʩʣ ʥʘʮʠʦʥʘʣʴʥʦʡ ʠʜʝʠ ʩʚʦʜʠʪʩʷ ʢ ʫʢʨʝʧʣʝʥʠʶ 

ʥʘʮʠʦʥʘʣʴʥʦ ʠʜʝʥʪʠʬʠʮʠʨʦʚʘʥʥʳʭ ʘʩʧʝʢʪʦʚ. ʄʝʪʦʜʦʣʦʛʠʯʝʩʢʠʝ ʚʝʢʪʦʨʳ ʧʦʟʥʘʥʠʷ 

ʥʘʮʠʦʥʘʣʴʥʦ ʩʧʝʮʠʬʠʯʝʩʢʦʛʦ ʦʧʠʨʘʶʪʩʷ ʥʘ ʵʪʥʦʛʝʥʝʪʠʯʝʩʢʠʝ ʢʦʤʧʦʥʝʥʪʳ ʜʫʭʦʚʥʦʡ ʠ 

ʤʘʪʝʨʠʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ. ʀʤʝʥʥʦ ʩ ʵʪʠʤ ʩʚʷʟʘʥʦ ʦʙʨʘʱʝʥʠʝ ʢ ʵʪʥʦʛʝʥʝʪʠʯʝʩʢʠʤ ʦʩʥʦʚʘʤ 

ʥʘʮʠʠ.  

ɺ ɻʦʩʫʜʘʨʩʪʚʝʥʥʳʡ ʧʣʘʥ ʀʥʩʪʠʪʫʪʘ ʘʨʭʠʪʝʢʪʫʨʳ ʠ ʠʩʢʫʩʩʪʚʘ ʅʘʮʠʦʥʘʣʴʥʦʡ ɸʢʘʜʝʤʠʠ 

ʥʘʫʢ ɸʟʝʨʙʘʡʜʞʘʥʘ ʙʳʣʘ ʚʳʜʚʠʥʫʪʘ ʪʝʤʘʪʠʢʘ, ʢʦʪʦʨʘʷ ʦʧʠʨʘʝʪʩʷ ʥʘ ʥʦʚʦʝ ʥʘʧʨʘʚʣʝʥʠʝ ʚ 

ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʛʫʤʘʥʠʪʘʨʥʦʡ ʥʘʫʢʝ ï ʪʶʨʢʦʣʦʛʠʯʝʩʢʦʝ ʠʩʢʫʩʩʪʚʦʟʥʘʥʠʝ. ɿʘʢʦʥʦʤʝʨʥʦ, ʯʪʦ 

ʚ ʨʘʤʢʘʭ ʪʶʨʢʦʣʦʛʠʯʝʩʢʦʛʦ ʠʩʢʫʩʩʪʚʦʟʥʘʥʠʷ ʨʦʞʜʘʶʪʩʷ ʧʝʨʩʧʝʢʪʠʚʥʳʝ ʚʝʢʪʦʨʳ ʥʘʫʢʠ, ʪʘʢʠʝ, 

ʢʘʢ ʤʫʟʳʢʘʣʴʥʘʷ ʪʶʨʢʦʣʦʛʠʷ.  

ʇʦ ʤʥʝʥʠʶ ʪʶʨʢʦʣʦʛʦʚ-ʠʩʢʫʩʩʪʚʦʚʝʜʦʚ ʠʜʝʥʪʠʬʠʢʘʮʠʷ ʪʶʨʢʩʢʠʭ ʢʫʣʴʪʫʨ ʚ ʧʨʦʮʝʩʩʝ 

ʠʩʩʣʝʜʦʚʘʥʠʷ ʚʦʟʤʦʞʥʘ ʚ ʨʝʟʫʣʴʪʘʪʝ ʚʟʘʠʤʦʩʚʷʟʝʡ ʨʦʜʩʪʚʝʥʥʳʭ ʦʙʱʥʦʩʪʝʡ. ʊʶʨʢʩʢʘʷ 

ʢʫʣʴʪʫʨʘ ʪʨʘʢʪʫʝʪʩʷ ʥʝ ʪʦʣʴʢʦ ʢʘʢ ʢʦʤʧʣʝʢʩ ʨʦʜʩʪʚʝʥʥʳʭ ʢʫʣʴʪʫʨ, ʘ ʢʘʢ ʝʜʠʥʘʷ ʪʶʨʢʩʢʘʷ 

ʢʫʣʴʪʫʨʘ. ʊʦ ʝʩʪʴ ʠʩʩʣʝʜʫʷ ʢʫʣʴʪʫʨʫ ɸʟʝʨʙʘʡʜʞʘʥʘ, ʤʳ ʠʩʩʣʝʜʫʝʤ ʠ ʜʝʪʝʨʤʠʥʘʥʪʳ ʪʶʨʢʩʢʦʡ 
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ʢʫʣʴʪʫʨʳ, ʘ ʠʩʩʣʝʜʫʷ ʢʫʣʴʪʫʨʫ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ ʠʟʫʯʘʝʤ ʘʟʝʨʙʘʡʜʞʘʥʩʢʫʶ ʢʫʣʴʪʫʨʫ. 

ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʢʫʣʴʪʫʨʥʘʷ ʩʘʤʦʙʳʪʥʦʩʪʴ ʪʨʘʢʪʫʝʪʩʷ ʢʘʢ ʪʶʨʢʩʢʘʷ ʤʦʜʝʣʴ. 

ʕʪʥʦʛʝʥʝʪʠʯʝʩʢʠʡ ʬʦʥʜ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʛʦ ʥʘʨʦʜʘ ʚʢʣʶʯʠʣ ʚ ʩʝʙʷ ʢʘʢ ʥʘʮʠʦʥʘʣʴʥʦʝ 

ʩʘʤʦʩʦʟʥʘʥʠʝ, ʪʘʢ ʠ ʚʦʩʪʦʯʥʳʝ ʫʥʠʚʝʨʩʘʣʠʠ. ɺ ʵʪʦʤ ʩʤʳʩʣʝ ʘʢʪʫʘʣʠʟʠʨʦʚʘʥʦ ʦʙʨʘʱʝʥʠʝ ʢ 

ʤʝʪʦʜʦʣʦʛʠʯʝʩʢʠʤ ʦʩʥʦʚʘʥʠʷʤ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ. ʆʙʦʩʥʦʚʘʥʠʝ ʤʫʟʳʢʘʣʴʥʦʡ 

ʪʶʨʢʦʣʦʛʠʠ ʢʘʢ ʩʘʤʦʩʪʦʷʪʝʣʴʥʦʛʦ ʥʘʫʯʥʦʛʦ ʥʘʧʨʘʚʣʝʥʠʷ ʧʦʪʨʝʙʦʚʘʣʦ ʘʜʝʢʚʘʪʥʳʭ ʥʘʫʯʥʳʭ 

ʧʦʜʭʦʜʦʚ. ʀʤʝʶ ʚ ʚʠʜʫ ʧʨʠʥʮʠʧʳ ʪʠʧʦʣʦʛʠʯʝʩʢʦʛʦ ʘʥʘʣʠʟʘ, ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʠʩʪʦʨʠʯʝʩʢʠʭ 

ʧʨʝʜʧʦʩʳʣʦʢ ʩʚʷʟʝʡ ʪʶʨʢʩʢʠʭ ʥʘʨʦʜʦʚ, ʩʨʘʚʥʠʪʝʣʴʥʦʝ ʠʟʫʯʝʥʠʝ ʤʦʜʝʣʝʡ ʨʦʜʩʪʚʘ. ʀʥʘʯʝ 

ʛʦʚʦʨʷ, ʛʣʘʚʥʳʡ ʤʝʪʦʜʦʣʦʛʠʯʝʩʢʠʡ ʚʝʢʪʦʨ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ ʥʘʧʨʘʚʣʝʥ ʥʘ 

ʩʨʘʚʥʠʪʝʣʴʥʳʡ ʘʥʘʣʠʟ. 

ɹʦʣʴʰʦʝ ʢʦʣʠʯʝʩʪʚʦ ʥʘʫʯʥʳʭ ʨʘʙʦʪ ʧʦ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ, ʠʩʩʣʝʜʦʚʘʪʝʣʴʩʢʠʝ 

ʧʦʟʠʮʠʠ, ʟʘʬʠʢʩʠʨʦʚʘʥʥʳʝ ʚ ʥʠʭ, ʧʦʟʚʦʣʷʶʪ ʛʦʚʦʨʠʪʴ ʦ ʝʜʠʥʦʡ ʥʘʫʯʥʦʡ ʢʦʥʮʝʧʮʠʠ, 

ʬʫʥʢʮʠʦʥʠʨʫʶʱʝʡ ʚ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʤ ʤʫʟʳʢʦʟʥʘʥʠʠ ʚ ʪʘʢʦʡ ʝʛʦ ʦʙʣʘʩʪʠ ʢʘʢ ʤʫʟʳʢʘʣʴʥʘʷ 

ʪʶʨʢʦʣʦʛʠʷ. 

ʉʠʤʚʦʣʠʯʥʦ ʧʨʦʟʚʫʯʘʣʠ ʩʣʦʚʘ ʀ.ʀ.ɿʝʤʮʦʚʢʦʛʦ ʥʘ ʄʝʞʜʫʥʘʨʦʜʥʦʡ ʥʘʫʯʥʦ-

ʧʨʘʢʪʠʯʝʩʢʦʡ ʢʦʥʬʝʨʝʥʮʠʠ çʄʫʟʳʢʘʣʴʥʘʷ ʪʶʨʢʦʣʦʛʠʷ ʩʝʛʦʜʥʷ: ʧʨʦʙʣʝʤʳ ʠ ʧʝʨʩʧʝʢʪʠʚʳè, 

ʧʨʦʰʝʜʰʝʡ ʚ ʘʧʨʝʣʝ ʥʳʥʝʰʥʝʛʦ ʛʦʜʘ ʚ ʛ. ɸʣʤʘʪʳ. ʋʯʸʥʳʡ ʦʭʘʨʘʢʪʝʨʠʟʦʚʘʣ ʢʦʥʬʝʨʝʥʮʠʶ ʢʘʢ 

çʩʦʙʳʪʠʝ ʠʩʪʦʨʠʯʝʩʢʦʛʦ ʨʘʟʤʘʭʘè, ʘ ʧʝʨʩʧʝʢʪʠʚʳ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ çʥʝʦʙʦʟʨʠʤʳʤʠ 

ʠ ʚʜʦʭʥʦʚʣʷʶʱʠʤʠè. ʇʦ ʤʥʝʥʠʶ ʀ.ʀ.ɿʝʤʮʦʚʢʦʛʦ ʤʫʟʳʢʘʣʴʥʘʷ ʪʶʨʢʦʣʦʛʠʷ ʘʢʪʫʘʣʴʥʘ ʚ ʩʠʣʫ 

ʪʦʛʦ, ʯʪʦ ʢʫʣʴʪʫʨʘ ɽʚʨʘʟʠʠ çʥʝʚʦʦʙʨʘʟʠʤʘ ʙʝʟ ʪʶʨʢʩʢʦʛʦ ʢʦʤʧʦʥʝʥʪʘè. ɽʛʦ ʧʦʞʝʣʘʥʠʝʤ ʙʳʣʦ 

çʧʨʦʮʚʝʪʘʥʠʝ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ, ʩʦʧʦʩʪʘʚʠʤʦʡ ʩ ʥʝʤʝʨʢʥʫʱʠʤʠ ʰʝʜʝʚʨʘʤʠ ʤʫʟʳʢʠ 

ʪʶʨʢʩʢʠʭ ʥʘʨʦʜʦʚè [ʄʫʟʳʢʘʣʴʥʘʷ ʪʶʨʢʦʣʦʛʠʷ ʩʝʛʦʜʥʷ: ʧʨʦʙʣʝʤʳ ʠ ʧʝʨʩʧʝʢʪʠʚʳ; 5]. 

ʇʝʨʩʧʝʢʪʠʚʳ ʨʘʟʚʠʪʠʷ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ ʚ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʤ ʤʫʟʳʢʦʟʥʘʥʠʠ 

ʧʨʝʜʩʪʘʚʣʷʶʪʩʷ ʧʦ ʩʣʝʜʫʶʱʠʤ ʧʘʨʘʤʝʪʨʘʤ.  

ʇʝʨʚʦʝ, ʵʪʦ ʛʝʦʛʨʘʬʠʯʝʩʢʦʝ ʨʘʩʰʠʨʝʥʠʝ ʤʘʪʝʨʠʘʣʘ ʧʦ ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʝ 

ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ ʠ ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʤʝʪʦʜʦʣʦʛʠʠ ʩʨʘʚʥʠʪʝʣʴʥʦʛʦ ʘʥʘʣʠʟʘ. ɹʝʟʫʩʣʦʚʥʦ, 

ʯʪʦ ʧʨʠʚʣʝʯʝʥʠʝ ʢ ʩʨʘʚʥʠʪʝʣʴʥʦʤʫ ʘʥʘʣʠʟʫ ʦʙʰʠʨʥʦʛʦ ʤʘʪʝʨʠʘʣʘ ʧʦ ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʝ 

ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ ʥʝʦʙʭʦʜʠʤʦ ʜʣʷ ʢʦʜʠʬʠʢʘʮʠʠ ʪʶʨʢʩʢʦʛʦ ʤʫʟʳʢʘʣʴʥʦʛʦ ʷʟʳʢʘ. 

ɼʘʣʝʝ. ʉʨʘʚʥʠʪʝʣʴʥʳʝ ʨʘʟʨʘʙʦʪʢʠ ʚ ʢʦʥʪʝʢʩʪʝ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ ʜʦʣʞʥʳ 

ʵʢʩʪʨʘʧʦʣʠʨʦʚʘʪʴʩʷ ʥʘ ʤʝʞʜʠʩʮʠʧʣʠʥʘʨʥʳʡ ʫʨʦʚʝʥʴ ʟʥʘʥʠʡ. ʂ ʨʝʛʫʣʷʪʠʚʥʳʤ ʬʫʥʢʮʠʷʤ, 

ʠʤʝʶʱʠʤ ʧʨʠʦʨʠʪʝʪʥʦʝ ʟʥʘʯʝʥʠʝ ʚ ʩʦʚʨʝʤʝʥʥʳʭ ʠʩʩʣʝʜʦʚʘʥʠʷʭ ʧʦ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ, 

ʦʪʥʦʩʠʪʩʷ ʤʝʞʜʠʩʮʠʧʣʠʥʘʨʥʳʡ ʫʨʦʚʝʥʴ ʠʩʩʣʝʜʦʚʘʥʠʡ. ʉʣʝʜʫʝʪ ʧʦʜʯʝʨʢʥʫʪʴ, ʯʪʦ ʚ ʨʘʟʚʠʪʠʠ 

ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʛʫʤʘʥʠʪʘʨʥʦʡ ʥʘʫʢʠ ʦʩʪʨʦ ʦʱʫʱʘʝʪʩʷ ʥʝʦʙʭʦʜʠʤʦʩʪʴ ʠʥʪʝʛʨʠʨʦʚʘʪʴ 

ʨʘʟʣʠʯʥʳʝ ʟʥʘʥʠʷ. ɺ ʵʪʦʤ ʘʩʧʝʢʪʝ ʤʫʟʳʢʘʣʴʥʘʷ ʪʶʨʢʦʣʦʛʠʷ ʧʦʟʚʦʣʷʝʪ ʨʘʩʩʤʘʪʨʠʚʘʪʴ 

ʢʫʣʴʪʫʨʫ ʢʘʢ ʯʘʩʪʴ ʤʝʞʜʠʩʮʠʧʣʠʥʘʨʥʦʛʦ ʟʥʘʥʠʷ ʠ ʪʦʣʴʢʦ ʚ ʵʪʦʤ ʘʩʧʝʢʪʝ ʚʦʟʤʦʞʥʦ 

ʧʨʠʚʣʝʯʝʥʠʝ ʦʙʲʷʩʥʠʪʝʣʴʥʳʭ ʧʘʨʘʤʝʪʨʦʚ ʢ ʠʩʩʣʝʜʦʚʘʥʠʶ ʤʫʟʳʢʠ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ. ɺ 

ʮʝʣʦʤ ʧʦʜʯʝʨʢʥʝʤ, ʯʪʦ ʢʦʥʮʝʧʪʫʘʣʴʥʳʝ ʚʝʭʠ ʵʪʥʦʤʫʟʳʢʦʣʦʛʠʠ ʤʝʞʜʠʩʮʠʧʣʠʥʘʨʥʳ, ʠʙʦ ʩ 

ʥʝʦʙʭʦʜʠʤʦʩʪʴʶ ʚʢʣʶʯʘʶʪ ʚ ʩʝʙʷ ʦʩʥʦʚʥʳʝ ʚʝʢʪʦʨʳ ʠʩʪʦʨʠʠ, ʵʪʥʦʛʨʘʬʠʠ, ʣʠʥʛʚʠʩʪʠʢʠ, 

ʠʩʢʫʩʩʪʚʦʟʥʘʥʠʷ. ʋʛʣʫʙʣʝʥʠʝ ʠʩʩʣʝʜʦʚʘʥʠʡ ʧʦ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ ʚ ʦʙʣʘʩʪʴ 

ʤʝʞʜʠʩʮʠʧʣʠʥʘʨʥʳʭ ʚʟʘʠʤʦʩʚʷʟʝʡ ʧʦʟʚʦʣʠʪ ʫʩʠʣʠʪʴ ʪʘʢʠʝ ʧʦʟʠʮʠʠ, ʢʘʢ ʵʪʥʦʛʝʥʝʪʠʯʝʩʢʠʝ 

ʧʨʝʜʩʪʘʚʣʝʥʠʷ ʦ ʤʫʟʳʢʝ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ, ʭʘʨʘʢʪʝʨʠʩʪʠʢʠ ʥʘʮʠʦʥʘʣʴʥʦʡ 

ʩʘʤʦʠʜʝʥʪʠʬʠʢʘʮʠʠ, ʤʠʨʦʚʦʟʟʨʝʥʯʝʩʢʠʝ ʠ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʫʥʠʚʝʨʩʘʣʠʠ ʪʶʨʢʩʢʦʛʦ ʤʠʨʘ. 



ICTMD -2024, Baku 

  

176 

ʇʘʨʘʤʝʪʨʳ ʤʝʞʜʠʩʮʠʧʣʠʥʘʨʥʦʩʪʠ ʩʚʦʜʷʪʩʷ ʢ ʩʣʝʜʫʶʱʝʤʫ: 

- ʚʦʟʤʦʞʥʦʩʪʴ ʨʘʩʩʤʦʪʨʝʥʠʷ ʚʟʘʠʤʦʩʚʷʟʝʡ ʚ ʝʜʠʥʩʪʚʝ ʠʩʪʦʨʠʯʝʩʢʠʭ ʠ ʪʝʦʨʝʪʠʯʝʩʢʠʭ 

ʚʝʢʪʦʨʦʚ; 

- ʨʦʞʜʝʥʠʝ ʦʙʱʝʡ ʤʦʥʦʣʠʪʥʦʩʪʠ ʛʫʤʘʥʠʪʘʨʥʦʛʦ ʟʥʘʥʠʷ ʚ ʢʦʥʪʝʢʩʪʝ ʤʫʟʳʢʘʣʴʥʦʡ 

ʪʶʨʢʦʣʦʛʠʠ; 

- ʦʪʢʨʳʚʘʝʪʩʷ ʬʫʥʢʮʠʦʥʘʣʴʥʳʡ ʨʷʜ ʢʦʨʨʝʣʠʨʫʶʱʠʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʢʫʣʴʪʫʨ; 

- ʫʛʣʫʙʣʝʥʠʝ ʠʩʩʣʝʜʦʚʘʥʠʡ ʥʘ ʫʨʦʚʥʝ ʠʩʪʦʨʠʢʦ-ʛʝʥʝʪʠʯʝʩʢʠʭ ʩʣʦʝʚ ʢʫʣʴʪʫʨʳ 

ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ; 

- ʛʫʤʘʥʠʪʘʨʥʘʷ ʢʦʥʩʪʘʥʪʘ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ ʧʦʟʚʦʣʷʝʪ ʜʠʬʬʝʨʝʥʮʠʨʦʚʘʪʴ 

ʧʝʨʠʦʜʠʟʘʮʠʶ ʢʫʣʴʪʫʨʳ ʪʶʨʢʩʢʦʛʦ ʧʨʦʩʪʨʘʥʩʪʚʘ; 

- ʢʦʜʠʬʠʮʠʨʫʶʪʩʷ ʢʘʢ ʫʥʠʚʝʨʩʘʣʴʥʳʝ, ʪʘʢ ʠ ʩʧʝʮʠʬʠʯʝʩʢʠʝ ʜʝʪʝʨʤʠʥʘʥʪʳ ʤʫʟʳʢʠ 

ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ;  

- ʨʦʞʜʘʝʪʩʷ ʤʥʦʛʦʤʝʨʥʘʷ ʢʘʨʪʠʥʘ ʤʠʨʘ. 

ʀ ʛʣʘʚʥʦʝ, ʥʘ ʯʸʤ ʷ ʭʦʪʝʣʘ ʙʳ ʩʦʩʨʝʜʦʪʦʯʠʪʴʩʷ ʠ ʧʨʠʚʣʝʯʴ ʚʥʠʤʘʥʠʝ ʪʶʨʢʦʣʦʛʦʚ 

ʩʣʝʜʫʶʱʝʝ.  

ʀʩʩʣʝʜʦʚʘʥʠʝ ʤʝʪʦʜʦʣʦʛʠʯʝʩʢʠʭ ʦʩʥʦʚ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ ʧʦʟʚʦʣʷʝʪ 

ʧʨʠʩʪʫʧʠʪʴ ʢ ʪʘʢʦʡ ʚʘʞʥʦʡ, ʘʢʪʫʘʣʴʥʦʡ ʠ ʥʝʠʩʩʣʝʜʦʚʘʥʥʦʡ ʧʨʦʙʣʝʤʝ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʛʦ 

ʵʪʥʦʤʫʟʳʢʦʟʥʘʥʠʷ ʢʘʢ ʵʚʦʣʶʮʠʷ ʤʫʟʳʢʘʣʴʥʦʛʦ ʷʟʳʢʘ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʠ. ʊʘʢ, 

ʦʪʢʨʳʚʘʝʪʩʷ ʚʦʟʤʦʞʥʦʩʪʴ ʠʩʩʣʝʜʦʚʘʥʠʷ ʛʣʫʙʦʢʠʭ ʧʣʘʩʪʦʚ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʥʘʨʦʜʥʦʡ 

ʤʫʟʳʢʠ, ʝʝ ʛʝʥʝʟʠʩʘ, ʠʟʫʯʠʪʴ ʧʨʦʮʝʩʩʳ ʬʦʨʤʠʨʦʚʘʥʠʷ ʥʘʮʠʦʥʘʣʴʥʦʡ ʩʝʤʘʥʪʠʢʠ 

ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʠ, ʦʧʪʠʤʘʣʴʥʦ ʠ ʘʨʛʫʤʝʥʪʠʨʦʚʘʥʥʦ ʨʘʩʩʤʘʪʨʠʚʘʪʴ ʚʦʧʨʦʩʳ 

ʠʩʪʦʨʠʯʝʩʢʦʛʦ ʨʘʟʚʠʪʠʷ, ʯʪʦ ʚʦʟʤʦʞʥʦ ʚ ʦʧʪʠʤʘʣʴʥʦʡ ʩʪʝʧʝʥʠ ʚ ʢʦʥʪʝʢʩʪʝ ʩʨʘʚʥʠʪʝʣʴʥʦʛʦ 

ʘʥʘʣʠʟʘ. 

ʆʙʨʘʱʘʷʩʴ ʢ ʪʨʝʪʴʝʤʫ ʠ, ʥʘ ʤʦʡ ʚʟʛʣʷʜ, ʦʩʥʦʚʥʦʤʫ ʧʨʠʦʨʠʪʝʪʫ ʤʫʟʳʢʘʣʴʥʦʡ 

ʪʶʨʢʦʣʦʛʠʠ ʩʝʛʦʜʥʷ, ʧʦʜʯʝʨʢʥʝʤ, ʯʪʦ ʥʘʠʙʦʣʝʝ ʘʢʪʫʘʣʴʥʳʤ ʷʚʣʷʝʪʩʷ ʪʦʪ ʬʘʢʪ, ʯʪʦ 

ʘʟʝʨʙʘʡʜʞʘʥʩʢʘʷ ʤʫʟʳʢʘ ʜʦʣʞʥʘ ʙʳʪʴ ʠʟʫʯʝʥʘ ʥʘ ʫʨʦʚʥʝ ʛʝʥʝʟʠʩʘ ʠ ʵʚʦʣʶʮʠʠ ʤʫʟʳʢʘʣʴʥʦʛʦ 

ʷʟʳʢʘ. ʅʝ ʪʦʣʴʢʦ ʦʧʠʩʘʪʴ, ʦʭʘʨʘʢʪʝʨʠʟʦʚʘʪʴ, ʢʦʥʩʪʘʪʠʨʦʚʘʪʴ, ʥʦ ʠ ʚʳʷʚʠʪʴ ʛʣʫʙʠʥʥʳʝ 

ʠʤʧʫʣʴʩʳ ʥʘʮʠʦʥʘʣʴʥʦ ʩʧʝʮʠʬʠʯʝʩʢʠʭ ʦʩʦʙʝʥʥʦʩʪʝʡ ʚ ʧʨʦʮʝʩʩʝ ʝʝ ʠʩʪʦʨʠʯʝʩʢʦʛʦ ʨʘʟʚʠʪʠʷ. 

ʀʩʩʣʝʜʫʷ ʢʫʣʴʪʫʨʫ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ, ʷ ʥʝʦʜʥʦʢʨʘʪʥʦ ʧʦʜʯʝʨʢʠʚʘʣʘ ʧʦʥʠʤʘʥʠʝ 

ʝʝ ʢʘʢ ʝʜʠʥʦʛʦ ʮʝʣʦʛʦ. ʇʨʠ ʵʪʦʤ, ʦʙʱʠʝ ʜʝʪʝʨʤʠʥʘʥʪʳ, ʠʤʝʶʱʠʝ ʧʦʩʪʦʷʥʥʳʡ ʭʘʨʘʢʪʝʨ 

ʚʦʩʧʨʦʠʟʚʝʜʝʥʠʷ ʷʚʣʷʶʪʩʷ ʠ ʢʦʨʝʥʥʳʤʠ, ʛʝʥʝʪʠʯʝʩʢʠʤʠ ʧʨʦʷʚʣʝʥʠʷʤʠ ʤʫʟʳʢʘʣʴʥʦʡ 

ʢʫʣʴʪʫʨʳ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ. ʀʥʳʤʠ ʩʣʦʚʘʤʠ, ʤʳ ʧʨʝʩʣʝʜʫʝʤ ʢʦʥʢʨʝʪʥʫʶ ʮʝʣʴ. ɸ 

ʠʤʝʥʥʦ ð ʧʦʠʩʢʠ ʤʫʟʳʢʘʣʴʥʦʛʦ ʛʝʥʦʬʦʥʜʘ ʚ ʪʶʨʢʩʢʦʤ ʧʨʦʩʪʨʘʥʩʪʚʝ. ʂʘʢ ʧʦʢʘʟʳʚʘʝʪ 

ʠʩʩʣʝʜʦʚʘʪʝʣʴʩʢʘʷ ʧʨʘʢʪʠʢʘ, ʪʘʢʦʛʦ ʨʦʜʘ ʥʘʫʯʥʳʝ ʨʘʙʦʪʳ ʫʩʧʝʰʥʦ ʦʩʫʱʝʩʪʚʣʷʶʪʩʷ. 

ʀʥʪʝʨʝʩʝʥ ʢʘʢ ʧʨʦʮʝʩʩ ʠʟʫʯʝʥʠʷ ʛʝʥʦʬʦʥʜʘ, ʪʘʢ ʠ ʩʫʱʝʩʪʚʝʥʥʦʩʪʴ ʧʘʨʘʣʣʝʣʴʥʳʭ ʧʨʦʮʝʩʩʦʚ 

ʵʚʦʣʶʮʠʠ ʚ ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʝ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ. 

ɺʘʞʥʦ ʧʦʥʠʤʘʪʴ, ʯʪʦ ʮʝʣʦʩʪʥʳʝ ʪʝʢʩʪʳ ʚ ʨʘʟʥʳʭ ʤʫʟʳʢʘʣʴʥʳʭ ʨʝʛʠʦʥʘʣʴʥʳʭ ʟʦʥʘʭ 

ʤʦʛʫʪ ʩʫʱʝʩʪʚʝʥʥʦ ʦʪʣʠʯʘʪʴʩʷ ʜʨʫʛ ʦʪ ʜʨʫʛʘ, ʪʘʢ ʞʝ ʢʘʢ ʦʪʣʠʯʘʶʪʩʷ ʷʟʳʢʠ, ʥʘʧʨʠʤʝʨ, 

ʘʟʝʨʙʘʡʜʞʘʥʩʢʠʡ ʷʟʳʢ ʠ ʢʘʟʘʭʩʢʠʡ, ʪʫʨʢʤʝʥʩʢʠʡ ʠ ʪ.ʜ. ʅʦ ʪʶʨʢʩʢʠʝ ʷʟʳʢʠ, ʢʘʢ ʠʟʚʝʩʪʥʦ, 

ʠʤʝʶʪ ʦʙʱʠʝ ʦʜʥʦʢʦʨʝʥʥʳʝ ʩʣʦʚʘ, ʧʦʟʚʦʣʷʶʱʠʝ ʢʦʥʩʪʘʪʠʨʦʚʘʪʴ ʷʟʳʢʦʚʫʶ ʦʙʱʥʦʩʪʴ. ɺ 

ʢʘʯʝʩʪʚʝ ʝʜʠʥʦʛʦ ʠʥʪʦʥʘʮʠʦʥʥʦʛʦ çʢʦʨʥʷè ʝʜʠʥʦʡ ʣʝʢʩʝʤʳ, ʤʳ ʦʧʠʨʘʝʤʩʷ ʥʘ ʤʝʣʦʜʠʯʝʩʢʫʶ 

ʩʠʩʪʝʤʫ ʩʪʨʫʢʪʫʨʠʨʦʚʘʥʠʷ ʬʦʨʤʫʣʴʥʦʩʪʠ ʚ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʝ.  

ʆʙʨʘʟʮʳ ʤʫʟʳʢʘʣʴʥʦʛʦ ʬʦʣʴʢʣʦʨʘ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ ʩʚʠʜʝʪʝʣʴʩʪʚʫʶʪ ʦ 

ʩʣʫʭʦʚʳʭ ʧʘʨʘʣʣʝʣʠʟʤʘʭ. ʆʙʲʝʢʪʠʚʥʦ ʩʫʱʝʩʪʚʫʶʪ ʠʜʝʥʪʠʬʠʢʘʮʠʠ ʟʚʫʢʦʚʳʩʦʪʥʦʩʪʠ, 

ʟʘʫʢʦʨʷʜʦʚ, ʬʫʥʢʮʠʦʥʘʣʴʥʳʭ ʩʦʦʪʥʦʰʝʥʠʡ ʣʘʜʦʠʥʪʦʥʘʮʠʦʥʥʳʭ ʪʠʧʦʣʦʛʠʡ. ʕʪʠ ʘʥʘʣʦʛʠʠ 
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ʠʤʝʶʪ, ʥʘ ʤʦʡ ʚʟʛʣʷʜ, ʛʝʥʝʪʠʯʝʩʢʠʡ ʭʘʨʘʢʪʝʨ, ʠʙʦ ʦʪʨʘʞʝʥʳ ʥʘ ʬʦʨʤʫʣʴʥʦʤ ʫʨʦʚʥʝ. ɺ ʵʪʦʤ 

ʩʤʳʩʣʝ ʩʣʝʜʫʝʪ ʛʦʚʦʨʠʪʴ ʦ ʪʦʤ, ʯʪʦ ʬʦʨʤʫʣʴʥʦʩʪʴ ʷʚʣʷʝʪʩʷ ʦʧʨʝʜʝʣʝʥʥʳʤ ʟʚʝʥʦʤ 

ʵʚʦʣʶʮʠʦʥʥʦʡ ʠʥʬʦʨʤʘʮʠʠ. ʀʥʘʯʝ ʛʦʚʦʨʷ, ʩʦʧʦʩʪʘʚʣʝʥʠʝ ʠ ʨʝʢʦʥʩʪʨʫʢʮʠʷ ʬʦʨʤʫʣʴʥʳʭ 

ʤʦʜʝʣʝʡ ʧʦʟʚʦʣʷʝʪ ʘʨʛʫʤʝʥʪʠʨʦʚʘʪʴ ʩʦʚʧʘʜʝʥʠʷ ʥʘ ʫʨʦʚʥʝ ʵʚʦʣʶʮʠʠ ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ.  

ʄʝʪʦʜʦʣʦʛʠʷ ʵʚʦʣʶʮʠʦʥʠʟʤʘ ʧʨʝʜʧʦʣʘʛʘʝʪ ʬʠʢʩʘʮʠʶ ʣʘʜʦʚʳʭ ʤʦʜʝʣʝʡ. 

ɸʥʘʣʠʪʠʯʝʩʢʠʡ ʦʧʳʪ ʩʚʠʜʝʪʝʣʴʩʪʚʫʝʪ ʦ ʪʦʤ, ʯʪʦ ʩʫʱʝʩʪʚʫʝʪ ʢʦʤʧʣʝʢʩ ʣʘʜʦʚʳʭ ʤʦʜʝʣʝʡ ʚ 

ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʝ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ, ʭʘʨʘʢʪʝʨʠʟʫʝʤʳʭ ʠʜʝʥʪʠʯʥʦʩʪʴʶ ʤʝʣʦʛʝʥʝʟʘ, 

ʩʝʤʘʥʪʠʯʝʩʢʦʡ ʚʳʨʘʟʠʪʝʣʴʥʦʩʪʴʶ, ʪʝʤʘʪʠʯʝʩʢʦʡ ʟʥʘʯʠʤʦʩʪʴʶ, ʬʫʥʢʮʠʦʥʘʣʴʥʦʡ 

ʩʦʩʪʦʷʪʝʣʴʥʦʩʪʴʶ. ʀʩʩʣʝʜʦʚʘʥʠʝ ʵʚʦʣʶʮʠʠ ʤʫʟʳʢʘʣʴʥʦʛʦ ʷʟʳʢʘ ʤʫʟʳʢʠ ʦʧʠʨʘʝʪʩʷ ʥʘ 

ʠʩʩʣʝʜʦʚʘʥʠʝ çʚʦʟʨʘʩʪʥʳʭ ʧʣʘʩʪʦʚè ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʠ. ʊʘʢʦʛʦ ʨʦʜʘ 

ʠʩʪʦʨʠʯʝʩʢʠʝ ʩʨʝʟʳ ʦʪʨʘʞʘʶʪ ʩʪʘʙʠʣʴʥʦ ʦʙʫʩʣʦʚʣʝʥʥʳʝ ʷʚʣʝʥʠʷ ʚ ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʝ 

ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʛʦ ʥʘʨʦʜʘ ʠ, ʢʘʢ ʩʚʠʜʝʪʝʣʴʩʪʚʫʝʪ ʘʥʘʣʠʟ, ʚ ʤʫʟʳʢʘʣʴʥʦʤ ʧʨʦʩʪʨʘʥʩʪʚʝ 

ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ. 

ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʧʦʜʯʝʨʢʥʝʤ, ʯʪʦ ʨʝʢʦʥʩʪʨʫʢʮʠʷ ʦʙʱʝʛʦ ʤʫʟʳʢʘʣʴʥʦʛʦ ʛʝʥʦʬʦʥʜʘ 

ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ, ʚʦʩʩʦʟʜʘʥʠʝ ʦʧʨʝʜʝʣʝʥʥʦʛʦ ʫʨʦʚʥʷ ʨʦʜʩʪʚʘ ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ 

ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ, ʚʦʟʤʦʞʥʦ ʯʝʨʝʟ ʩʨʘʚʥʠʪʝʣʴʥʳʡ ʘʥʘʣʠʟ ʩʪʘʜʠʘʣʴʥʦʩʪʠ ʥʘʨʦʜʥʦʡ 

ʤʫʟʳʢʠ. ʀ ʵʪʦ ʟʘʢʦʥʦʤʝʨʥʦ, ʠʙʦ ʠʟʫʯʝʥʠʝ ʵʚʦʣʶʮʠʠ ʤʫʟʳʢʘʣʴʥʦʛʦ ʷʟʳʢʘ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ 

ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʠ ʧʦʟʚʦʣʠʪ ʚʳʯʝʨʪʠʪʴ ʥʘʠʙʦʣʝʝ ʩʪʘʙʠʣʴʥʳʝ, ʫʩʪʦʡʯʠʚʳʝ ʭʘʨʘʢʪʝʨʠʩʪʠʢʠ 

ʩʢʚʦʟʥʳʭ ʧʨʦʮʝʩʩʦʚ, ʚʦ ʤʥʦʛʦʤ ʩʦʚʧʘʜʘʶʱʠʝ ʩ ʘʥʘʣʦʛʠʯʥʳʤʠ ʧʨʦʮʝʩʩʘʤʠ ʚ ʢʦʥʪʝʢʩʪʝ 

ʪʶʨʢʩʢʦʡ ʢʫʣʴʪʫʨʳ.  

ʌʦʨʤʫʣʴʥʦʩʪʴ ʢʘʢ ʬʝʥʦʤʝʥ ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ ʷʚʣʷʝʪʩʷ ʠʩʪʦʨʠʯʝʩʢʠ 

ʩʣʦʞʠʚʰʝʡʩʷ ʠ ʦʙʲʝʢʪʠʚʥʦ ʬʫʥʢʮʠʦʥʠʨʫʶʱʝʡ ʜʘʥʥʦʩʪʴʶ ʚ ʵʚʦʣʶʮʠʦʥʥʦʤ ʚʝʢʪʦʨʝ ʤʫʟʳʢʠ 

ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ. ʌʦʨʤʫʣʴʥʦʩʪʴ ï ʵʪʦ ʪʦ ʧʦʥʷʪʠʝ, ʢʦʪʦʨʦʝ ʚʙʠʨʘʝʪ ʚ ʩʝʙʷ ʠʩʪʦʨʠʯʝʩʢʠ 

ʦʙʫʩʣʦʚʣʝʥʥʳʡ ʩʤʳʩʣ, ʧʨʠʦʙʨʝʪʘʷ ʪʘʢʠʤ ʦʙʨʘʟʦʤ ʟʥʘʢʦʚʫʶ ʬʫʥʢʮʠʶ ʠ ʦʨʛʘʥʠʟʫʷ ʪʝʤ ʩʘʤʳʤ 

ʧʨʝʜʩʪʘʚʣʝʥʠʝ ʦʙ ʵʪʥʦʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʮʝʥʥʦʩʪʷʭ ʚ ʧʨʦʮʝʩʩʝ ʠʭ ʠʩʪʦʨʠʯʝʩʢʦʛʦ ʨʘʟʚʠʪʠʷ. 

ʀʟʫʯʝʥʠʝ ʢʘʪʝʛʦʨʠʠ ʬʦʨʤʫʣʴʥʦʩʪʠ ʚ ʤʫʟʳʢʝ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ ʩʧʦʩʦʙʩʪʚʫʝʪ 

ʧʦʥʠʤʘʥʠʶ ʵʚʦʣʶʮʠʠ ʧʨʦʮʝʩʩʦʚ ʤʫʟʳʢʘʣʴʥʦʛʦ ʤʳʰʣʝʥʠʷ, ʧʦʩʢʦʣʴʢʫ ʠʤʤʘʥʝʥʪʥʦʩʪʴ 

ʤʫʟʳʢʘʣʴʥʦʛʦ ʢʦʥʪʠʥʫʫʤʘ ʙʘʟʠʨʫʝʪʩʷ ʥʘ ʩʝʤʘʥʪʠʯʝʩʢʠ ʷʩʥʳʭ ʬʦʨʤʫʣʘʭ.  

ʈʦʜʩʪʚʦ ʤʫʟʳʢʠ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ ʦʙʫʩʣʦʚʣʝʥʦ ʚʩʝʤ ʭʦʜʦʤ ʠʩʪʦʨʠʠ ʨʘʟʚʠʪʠʷ, 

ʢʫʣʴʪʫʨʦʡ, ʢʦʪʦʨʘʷ ʚ ʢʦʥʪʝʢʩʪʝ ʵʪʥʦʤʫʟʳʢʦʣʦʛʠʠ ʦʧʨʝʜʝʣʷʝʪʩʷ ʥʘ ʧʝʨʚʠʯʥʦʤ ʬʦʨʤʫʣʴʥʦʤ 

ʫʨʦʚʥʝ ʬʫʥʢʮʠʦʥʠʨʦʚʘʥʠʷ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʠ. ʌʦʨʤʫʣʴʥʦʩʪʴ ʚ ʩʠʣʫ ʩʚʦʝʛʦ ʠʟʥʘʯʘʣʴʥʦʛʦ 

ʩʤʳʩʣʘ ʦʙʣʘʜʘʝʪ ʮʝʣʝʥʘʧʨʘʚʣʝʥʥʳʤ ʚʦʟʜʝʡʩʪʚʠʝʤ ʥʘ ʢʦʥʪʝʢʩʪ ʤʫʟʳʢʘʣʴʥʦʛʦ ʤʠʨʘ 

ʵʪʥʦʢʫʣʴʪʫʨʳ, ʚʳʨʘʞʘʝʤʘʷ ʯʝʨʝʟ ʪʠʧʦʣʦʛʠʯʝʩʢʠʝ ʤʦʜʝʣʠ ʚ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʝ ʪʶʨʢʦʷʟʳʯʥʳʭ 

ʥʘʨʦʜʦʚ. ʇʨʠʥʠʤʘʷ ʵʪʦʪ ʪʝʟʠʩ, ʧʦʜʯʝʨʢʥʝʤ ʠ ʥʘʙʣʶʜʘʝʤʳʝ ʩʦʚʧʘʜʝʥʠʷ ʚ ʵʚʦʣʶʮʠʠ ʩʣʦʞʝʥʠʷ 

ʬʦʨʤʫʣʴʥʦʛʦ ʨʷʜʘ. ʈʝʯʴ ʠʜʸʪ ʦ ʮʝʣʦʤ ʨʝʝʩʪʨʝ, ʧʨʝʜʩʪʘʚʣʷʶʱʠʤ ʩʦʙʦʡ ʥʘʙʦʨ ʩʪʘʙʠʣʴʥʳʭ, 

ʨʦʜʩʪʚʝʥʥʳʭ ʬʦʨʤʫʣ ʪʶʨʢʩʢʦʛʦ ʤʫʟʳʢʘʣʴʥʦʛʦ ʷʟʳʢʘ, ʚʦʩʧʨʦʠʟʚʦʜʠʤʳʭ ʥʘ ʨʘʟʥʳʭ ʵʪʘʧʘʭ ʝʛʦ 

ʵʚʦʣʶʮʠʠ. 

ɺʳʜʚʠʛʘʷ ʪʝʟʠʩ ʦʙ ʘʥʘʣʦʛʠʷʭ ʚ ʵʚʦʣʶʮʠʦʥʥʳʭ ʧʨʦʮʝʩʩʘʭ ʤʫʟʳʢʠ ʪʶʨʢʦʷʟʳʯʥʳʭ 

ʥʘʨʦʜʦʚ, ʤʳ ʦʧʠʨʘʝʤʩʷ ʥʘ ʪʦʪ ʬʘʢʪ, ʯʪʦ ʠʩʪʦʨʠʯʝʩʢʘʷ ʧʘʤʷʪʴ ʟʘʬʠʢʩʠʨʦʚʘʣʘ ʵʚʦʣʶʮʠʦʥʥʳʝ 

ʵʪʘʧʳ ʩʪʘʥʦʚʣʝʥʠʷ ʪʶʨʢʩʢʦʡ ʤʫʟʳʢʘʣʴʥʦʡ ʤʝʥʪʘʣʴʥʦʩʪʠ, ʦʪʨʘʟʠʣʘ ʦʙʱʠʝ ʘʩʧʝʢʪʳ 

ʞʠʟʥʝʜʝʷʪʝʣʴʥʦʩʪʠ ʵʪʥʦʢʦʣʣʝʢʪʠʚʘ. ʀʥʪʦʥʘʮʠʦʥʥʦ-ʨʠʪʤʠʯʝʩʢʠʝ ʤʦʜʝʣʠ ʩʦʭʨʘʥʠʣʠ 

ʩʝʤʘʥʪʠʢʫ ʘʨʭʝʪʠʧʘ, ʧʦʩʢʦʣʴʢʫ ʧʨʦʰʣʠ ʩʝʣʝʢʪʠʚʥʳʝ ʧʨʦʮʝʩʩʳ ʵʚʦʣʶʮʠʠ. ʀʤʝʥʥʦ ʧʦʵʪʦʤʫ 
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ʦʥʠ ʦʙʣʘʜʘʶʪ ʢʦʥʢʨʝʪʠʢʦʡ ʤʫʟʳʢʘʣʴʥʳʭ ʠ ʘʩʩʦʮʠʘʮʠʡ.  

ʆʪʤʝʪʠʤ, ʯʪʦ ʘʨʭʝʪʠʧ ʙʳʣ ʩʚʷʟʘʥ ʩ ʧʝʨʚʠʯʥʦʩʪʴʶ ʧʨʘʢʪʠʯʝʩʢʦʡ ʢʦʤʤʫʥʠʢʘʮʠʠ 

(ʪʨʫʜʦʚʳʝ ʧʨʦʮʝʩʩʳ, ʨʠʪʫʘʣʴʥʳʝ ʟʘʢʣʠʥʘʥʠʷ ʠ ʪ.ʜ.), ʤʫʟʳʢʘʣʴʥʳʝ ʤʦʜʝʣʠ ʢʘʢ ʵʪʘʣʦʥʥʳʝ 

ʜʝʪʝʨʤʠʥʘʥʪʳ ʠʜʝʥʪʠʬʠʮʠʨʦʚʘʣʠʩʴ ʩ ʧʨʘʢʪʠʯʝʩʢʦʡ ʜʝʷʪʝʣʴʥʦʩʪʴʶ ʵʪʥʦʢʦʣʣʝʢʪʠʚʘ.  

ʂʦʥʩʪʘʥʪʳ ʞʠʟʥʝʜʝʷʪʝʣʴʥʦʩʪʠ ʵʪʥʦʢʦʣʣʝʢʪʠʚʘ ʬʦʨʤʠʨʦʚʘʣʠ ʩʝʤʘʥʪʠʢʫ ʤʫʟʳʢʘʣʴʥʳʭ 

ʩʨʝʜʩʪʚ. ʊʘʢ, ʥʘʧʨʠʤʝʨ, ʤʫʟʳʢʘʣʴʥʘʷ ʩʠʤʚʦʣʠʢʘ ʩʪʘʥʦʚʠʪʩʷ ʚʳʨʘʟʠʪʝʣʴʥʳʤ ʧʨʠʦʨʠʪʝʪʦʤ ʚ 

ʵʪʥʦʢʫʣʴʪʫʨʝ, ʧʦʩʢʦʣʴʢʫ ʬʦʨʤʫʣʴʥʳʝ ʤʘʨʢʝʨʳ ʩʣʫʞʠʣʠ ʩʚʦʝʦʙʨʘʟʥʳʤʠ ʠʥʬʦʨʤʘʮʠʦʥʥʳʤʠ 

ʩʠʛʥʘʣʘʤʠ. ʇʨʠʟʳʚʘʷ, ʯʪʦ ʚ ʦʩʥʦʚʝ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʢʫʣʴʪʫʨʳ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ ʣʝʞʘʪ 

ʦʧʨʝʜʝʣʝʥʥʳʝ ʪʶʨʢʩʢʠʝ ʫʥʠʚʝʨʩʘʣʠʠ ʤʝʥʪʘʣʠʪʝʪʘ ʧʦʜʯʝʨʢʥʝʤ, ʯʪʦ ʟʜʝʩʴ ʚʳʩʦʢʘ ʩʪʝʧʝʥʴ 

ʟʥʘʢʦʚʦʡ ʠʜʝʥʪʠʯʥʦʩʪʠ, ʩʬʦʨʤʠʨʦʚʘʚʰʝʡʩʷ ʚ ʪʝʯʝʥʠʠ ʜʣʠʪʝʣʴʥʦʛʦ ʠʩʪʦʨʠʯʝʩʢʦʛʦ ʧʫʪʠ 

ʵʚʦʣʶʮʠʠ.  

ʕʚʦʣʶʮʠʷ ʤʫʟʳʢʘʣʴʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʦʧʠʨʘʣʘʩʴ ʥʘ ʙʠʥʘʨʥʳʡ ʧʨʦʮʝʩʩ: ʩ ʦʜʥʦʡ ʩʪʦʨʦʥʳ, 

ʠʥʬʦʨʤʘʮʠʦʥʥʳʡ ʫʨʦʚʝʥʴ ʢʦʥʪʝʢʩʪʘ, ʧʨʠʢʣʘʜʥʳʭ ʟʘʜʘʯ ʤʫʟʳʢʠ, ʩ ʜʨʫʛʦʡ ʩʪʦʨʦʥʳ, ʫʨʦʚʝʥʴ 

ʧʩʠʭʦʣʦʛʠʯʝʩʢʦʛʦ ʚʦʟʜʝʡʩʪʚʠʷ. ɼʘʥʥʳʡ ʧʨʦʮʝʩʩ ʙʳʣ ʚʟʘʠʤʦʩʚʷʟʘʥʥʳʤ, ʠʙʦ çʧʨʘʬʦʨʤʫʣʳè 

ʢʘʢ ʚʳʨʘʟʠʪʝʣʴʥʳʝ ʢʣʠʰʝ, ʤʦʪʠʚʠʨʦʚʘʣʠ ʠ ʦʙʝʩʧʝʯʠʚʘʣʠ ʬʦʨʤʠʨʦʚʘʥʠʝ ʠʥʬʦʨʤʘʮʠʦʥʥʳʭ 

ʤʦʜʝʣʝʡ.  ɺʤʝʩʪʝ ʩ ʪʝʤ, ʧʦʜʯʝʨʢʥʝʤ, ʯʪʦ ʵʚʦʣʶʮʠʷ ʤʫʟʳʢʘʣʴʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʚ ʫʩʣʦʚʠʷʭ 

ʵʪʥʦʢʫʣʴʪʫʨʳ ʰʣʘ ʧʦ ʧʫʪʠ ʵʤʦʮʠʦʥʘʣʴʥʦʡ ʚʳʨʘʟʠʪʝʣʴʥʦʩʪʠ. ʊʘʢʠʤ ʦʙʨʘʟʦʤ ʩʢʣʘʜʳʚʘʣʘʩʴ 

ʦʧʨʝʜʝʣʝʥʥʘʷ ʤʫʟʳʢʘʣʴʥʘʷ ʩʠʤʚʦʣʠʢʘ, ʢʦʪʦʨʘʷ ʤʦʜʝʣʠʨʦʚʘʣʘʩʴ ʢʘʢ ʵʤʦʮʠʦʥʘʣʴʥʘʷ 

ʜʦʤʠʥʘʥʪʘ.  

ʇʦ ʩʚʠʜʝʪʝʣʴʩʪʚʘʤ ʪʶʨʢʦʣʦʛʦʚ, ʪʨʘʜʠʮʠʦʥʥʦʝ ʤʳʰʣʝʥʠʝ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ 

ʠʤʝʣʦ ʤʥʦʛʦ ʦʙʱʠʭ ʯʝʨʪ. ʆʙʰʠʨʥʳʡ ʤʘʪʝʨʠʘʣ ʧʦʟʚʦʣʷʝʪ ʦʙʨʘʪʠʪʴʩʷ ʢ ʘʥʘʣʦʛʠʷʤ ʛʣʫʙʦʢʠʭ 

ʧʣʘʩʪʦʚ ʠʩʪʦʨʠʠ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʪʚʦʨʯʝʩʪʚʘ ʪʶʨʢʩʢʠʭ ʥʘʨʦʜʦʚ. ʀ ʵʪʦ ʮʝʣʝʩʦʦʙʨʘʟʥʦ, ʠʙʦ 

ʬʦʨʤʫʣʴʥʦʩʪʴ ʩʦʟʥʘʥʠʷ ʦʪʨʘʞʘʣʘʩʴ ʚ ʤʫʟʳʢʘʣʴʥʦʡ ʢʦʜʠʬʠʢʘʮʠʠ, ʤʦʪʠʚʠʨʫʷ ʚ ʧʨʦʮʝʩʩʝ 

ʨʘʟʚʠʪʠʷ ʵʤʦʮʠʦʥʘʣʴʥʦ-ʧʩʠʭʦʣʦʛʠʯʝʩʢʫʶ ʚʥʫʰʘʝʤʦʩʪʴ.  

ʆʙʨʷʜʦʚʘʷ ʵʪʥʦʢʫʣʴʪʫʨʘ ʟʘʬʠʢʩʠʨʦʚʘʣʘ ʟʚʫʢʦʚʦʡ ʤʠʨ ʵʪʥʦʢʦʣʣʝʢʪʠʚʘ. ɺʤʝʩʪʝ ʩ ʪʝʤ, ʠ 

ʪʨʫʜʦʚʘʷ ʜʝʷʪʝʣʴʥʦʩʪʴ ʧʨʦʜʫʮʠʨʦʚʘʣʘ ʩʝʛʤʝʥʪʳ ʤʫʟʳʢʘʣʴʥʦʛʦ ʷʟʳʢʘ. ɼʘʥʥʳʡ ʢʦʤʧʣʝʢʩ 

ʧʨʠʦʙʨʝʪʘʝʪ ʟʥʘʯʝʥʠʝ ʤʫʟʳʢʘʣʴʥʦʡ ʩʠʤʚʦʣʠʢʠ, ʩʝʤʘʥʪʠʯʝʩʢʦʛʦ ʧʨʠʦʨʠʪʝʪʘ ʚ ʵʪʥʦʢʫʣʴʪʫʨʝ. 

ɺʳʨʘʟʠʪʝʣʴʥʳʝ ʬʦʨʤʫʣʴʥʳʝ ʤʘʨʢʝʨʳ ʩʣʫʞʘʪ ʥʝ ʪʦʣʴʢʦ ʩʚʦʝʦʙʨʘʟʥʳʤʠ ʠʥʬʦʨʤʘʮʠʦʥʥʳʤʠ 

ʩʠʛʥʘʣʘʤʠ, ʥʦ ʠ ʧʨʠʦʙʨʝʪʘʶʪ ʵʩʪʝʪʠʯʝʩʢʫʶ ʮʝʥʥʦʩʪʴ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʚʳʩʢʘʟʳʚʘʥʠʷ. 

ʌʦʨʤʠʨʦʚʘʥʠʝ ʧʨʠʢʣʘʜʥʳʭ ʤʦʪʠʚʘʮʠʡ ʚ ʟʚʫʢʦʚʦʤ ʤʠʨʝ ʵʪʥʦʢʫʣʴʪʫʨʳ ʬʦʨʤʠʨʦʚʘʣʦ ʠ 

ʤʫʟʳʢʘʣʴʥʦ-ʩʝʤʘʥʪʠʯʝʩʢʠʝ ʫʨʦʚʥʠ ʚʦʩʧʨʠʷʪʠʷ.  

ʉʨʘʚʥʠʪʝʣʴʥʳʡ ʘʥʘʣʠʟ ʧʦʟʚʦʣʷʝʪ ʧʦʢʘʟʘʪʴ ʪʝʦʨʝʪʠʯʝʩʢʠʝ ʘʩʧʝʢʪʳ ʠʟʫʯʝʥʠʷ 

ʤʫʟʳʢʘʣʴʥʦʛʦ ʬʦʥʜʘ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ, ʨʦʜʩʪʚʝʥʥʳʝ ʵʪʥʦʪʠʧʦʣʦʛʠʠ ʤʫʟʳʢʘʣʴʥʦʛʦ 

ʷʟʳʢʘ. ʋʩʪʦʡʯʠʚʦʩʪʴ ʧʨʦʷʚʣʝʥʠʷ ʩʭʦʜʥʳʭ ʜʝʪʝʨʤʠʥʘʥʪʦʚ ʚ ʤʫʟʳʢʝ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ ʥʘ 

ʧʨʦʪʷʞʝʥʠʠ ʜʣʠʪʝʣʴʥʦʛʦ ʠʩʪʦʨʠʯʝʩʢʦʛʦ ʚʨʝʤʝʥʠ ʩʚʠʜʝʪʝʣʴʩʪʚʫʝʪ ʦ ʨʦʜʩʪʚʝ ʢʫʣʴʪʫʨ, 

ʧʨʦʷʚʣʷʝʤʦʡ ʚ ʦʧʨʝʜʝʣʝʥʥʦʤ ʥʘʙʦʨʝ ʭʘʨʘʢʪʝʨʠʩʪʠʢ.  

ɺ ʨʝʟʫʣʴʪʘʪʝ ʧʨʦʚʦʜʠʤʳʭ ʠʩʩʣʝʜʦʚʘʥʠʡ ʙʳʣʘ ʚʳʨʘʙʦʪʘʥʘ ʤʝʪʦʜʦʣʦʛʠʷ ʩʨʘʚʥʠʪʝʣʴʥʦ-

ʪʠʧʦʣʦʛʠʯʝʩʢʦʛʦ ʘʥʘʣʠʟʘ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʠ ʠ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʠ 

ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ. ɼʠʬʬʝʨʝʥʮʠʨʦʚʘʥʥʳʡ ʧʦʜʭʦʜ ʢ ʤʘʪʝʨʠʘʣʫ ʠ ʦʙʦʙʱʝʥʠʝ ʝʛʦ ʚ 

ʧʨʦʮʝʩʩʝ ʩʨʘʚʥʠʪʝʣʴʥʦʛʦ ʘʥʘʣʠʟʘ ʩʦʩʪʘʚʠʣʠ çʩʚʝʨʭʟʘʜʘʯʫè ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ. ɿʜʝʩʴ 

ʚʘʞʥʦ ʧʦʜʯʸʨʢʠʚʘʪʴ ʨʦʣʴ ʪʠʧʦʣʦʛʠʯʝʩʢʠʭ ʩʦʚʧʘʜʝʥʠʡ, ʠʙʦ ʠʤʝʥʥʦ ʫʩʪʦʡʯʠʚʦʩʪʴ ʚʳʨʘʞʝʥʠʷ 

ʪʝʭ ʠʣʠ ʠʥʳʭ ʦʩʦʙʝʥʥʦʩʪʝʡ ʤʫʟʳʢʘʣʴʥʦʛʦ ʷʟʳʢʘ ʩʚʠʜʝʪʝʣʴʩʪʚʫʝʪ ʦʙ ʠʜʝʥʪʠʬʠʢʘʮʠʷʭ ʚ 

ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ ʥʘ ʧʨʦʪʷʞʝʥʠʠ ʠʩʪʦʨʠʠ ʠʭ ʨʘʟʚʠʪʠʷ. 

ʀʩʭʦʜʥʳʡ ʪʝʟʠʩ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ ʩʣʝʜʫʶʱʠʡ. ʌʦʨʤʫʣʴʥʳʡ ʨʷʜ ʚ 

ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʝ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ ʩʚʠʜʝʪʝʣʴʩʪʚʫʝʪ ʦʙ ʦʧʨʝʜʝʣʝʥʥʳʭ 



Echoes of Heritage: Navigating the Legacy of Music and Dance 
 

 

179 

 

ʫʥʠʚʝʨʩʘʣʠʷʭ ʤʫʟʳʢʘʣʴʥʦʛʦ ʷʟʳʢʘ. ɿʘʢʦʥʦʤʝʨʥʦʩʪʴ ʜʘʥʥʦʡ ʧʦʟʠʮʠʠ ʟʘʢʣʶʯʝʥʘ ʚ ʪʦʤ, ʯʪʦ 

ʢʫʣʴʪʫʨʘ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ ʩʣʦʞʠʣʘʩʴ ʚ ʠʩʪʦʨʠʢʦ-ʢʫʣʴʪʫʨʥʦʤ ʢʦʥʪʝʢʩʪʝ, ʦʙʣʘʜʘʶʱʝʤ 

ʮʝʣʦʩʪʥʦʩʪʴʶ. ʕʪʘʧʳ ʵʚʦʣʶʮʠʠ ʚʦ ʤʥʦʛʦʤ ʩʦʚʧʘʜʘʶʪ.  

ʄʥʦʛʦʩʪʫʧʝʥʯʘʪʦʩʪʴ ʩʨʘʚʥʠʪʝʣʴʥʦʛʦ ʘʥʘʣʠʟʘ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʠ ʪʶʨʢʦʷʟʳʯʥʳʭ 

ʥʘʨʦʜʦʚ, ʦʙʫʩʣʦʚʣʝʥʥʳʝ ʧʨʦʮʝʩʩʘʤʠ ʵʚʦʣʶʮʠʠ, ʦʧʨʝʜʝʣʷʶʪʩʷ ʥʘ ʩʣʝʜʫʶʱʠʭ ʫʨʦʚʥʷʭ: 

1. ɸʨʛʫʤʝʥʪʠʨʫʝʪʩʷ ʚʳʙʦʨ ʤʫʟʳʢʘʣʴʥʦʛʦ ʤʘʪʝʨʠʘʣʘ ʜʣʷ ʩʨʘʚʥʠʪʝʣʴʥʦʛʦ ʘʥʘʣʠʟʘ; 

2. ʍʘʨʘʢʪʝʨʠʟʫʶʪʩʷ ʤʝʪʦʜʳ ʪʝʦʨʝʪʠʯʝʩʢʦʛʦ ʘʥʘʣʠʟʘ; 

3. ʋʪʦʯʥʷʶʪʩʷ ʮʝʣʠ ʠ ʧʨʝʜʧʦʣʘʛʘʝʤʳʝ ʨʝʟʫʣʴʪʘʪʳ ʠʩʩʣʝʜʦʚʘʥʠʷ; 

4. ɺʳʜʚʠʛʘʶʪʩʷ ʧʨʠʦʨʠʪʝʪʳ ʩʨʘʚʥʠʪʝʣʴʥʦʛʦ ʘʥʘʣʠʟʘ; 

5. ʌʦʨʤʫʣʠʨʫʶʪʩʷ ʦʩʥʦʚʳ ʦʙʱʥʦʩʪʠ ʤʫʟʳʢʘʣʴʥʦʡ ʩʠʩʪʝʤʳ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ, 

ʠʟʙʨʘʥʥʦʡ ʚ ʢʘʯʝʩʪʚʝ ʩʨʘʚʥʠʪʝʣʴʥʦʛʦ ʘʥʘʣʠʟʘ; 

6. ʉʠʩʪʝʤʘʪʠʟʠʨʫʶʪʩʷ ʬʫʥʢʮʠʦʥʘʣʴʥʳʝ ʧʦʜʭʦʜʳ ʢ ʩʨʘʚʥʠʚʘʝʤʦʤʫ ʤʘʪʝʨʠʘʣʫ. 

ʆʙʰʠʨʥʳʡ ʢʦʥʪʝʢʩʪ ʤʫʟʳʢʘʣʴʥʦʡ ʪʶʨʢʦʣʦʛʠʠ ʪʨʝʙʫʝʪ ʤʥʦʛʦʚʝʢʪʦʨʥʦʛʦ ʘʥʘʣʠʟʘ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʢʫʣʴʪʫʨʳ ʧʦʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ. ʎʝʣʴʶ ʩʨʘʚʥʠʪʝʣʴʥʦʛʦ ʘʥʘʣʠʟʘ ʷʚʣʷʝʪʩʷ 

ʠʟʫʯʝʥʠʝ ʬʦʨʤʠʨʦʚʘʥʠʷ ʠ ʬʫʥʢʮʠʦʥʠʨʦʚʘʥʠʷ ʤʫʟʳʢʘʣʴʥʦʛʦ ʘʨʭʝʪʠʧʘ ʚ ʤʫʟʳʢʝ 

ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ.  

ɸʨʛʫʤʝʥʪʘʮʠʷ ʧʦʟʠʮʠʠ ʦ ʪʦʤ, ʯʪʦ ʚ ʢʦʥʪʝʢʩʪʝ ʤʫʟʳʢʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ ʪʶʨʢʦʷʟʳʯʥʳʭ 

ʥʘʨʦʜʦʚ ʩʣʦʞʠʣʠʩʴ ʦʧʨʝʜʝʣʝʥʥʳʝ ʚʳʨʘʟʠʪʝʣʴʥʳʝ ʟʘʢʦʥʦʤʝʨʥʦʩʪʠ, ʢʦʪʦʨʳʝ ʧʨʠʦʙʨʝʣʠ 

ʫʥʠʚʝʨʩʘʣʴʥʳʝ ʩʤʳʩʣʦʚʳʝ ʟʥʘʯʝʥʠʷ ʚʦʟʤʦʞʥʦ ʪʦʣʴʢʦ ʧʨʠ ʫʩʣʦʚʠʠ ʩʨʘʚʥʠʪʝʣʴʥʦʛʦ ʘʥʘʣʠʟʘ 

ʤʫʟʳʢʠ ʨʘʟʣʠʯʥʳʭ ʨʝʛʠʦʥʦʚ ʪʶʨʢʩʢʦʛʦ ʤʠʨʘ. ʀʤʝʥʥʦ ʧʦʵʪʦʤʫ, ʤʥʦʛʦʦʙʨʘʟʠʝ ʢʫʣʴʪʫʨʥʦʛʦ 

ʤʠʨʘ ʪʶʨʢʦʷʟʳʯʥʳʭ ʥʘʨʦʜʦʚ ʪʨʝʙʫʝʪ ʦʧʦʨʳ ʥʘ ʦʧʨʝʜʝʣʝʥʥʳʝ ʩʠʩʪʝʤʦʦʙʨʘʟʫʶʱʠʝ 

ʜʝʪʝʨʤʠʥʘʥʪʳ. 
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GARYAGDI DYNASTY OF MUGAM SINGERS OF SHUSHA  

The Garyagdi lineage of Shusha stands as a evidence to the rich musical heritage of 

Azerbaijan, particularly in the realm of mugham ð a traditional genre that developed at the end of 

19th and early 20th century. Shusha was home to generations of mugham singers, many of who 

became world famous singers, amongst which are the Zulalovs, Garyagdis, Beybudovs, Mammadovs 

families. This paper delves into the lives and legacies of five illustrious members of the Garyagdi 

family, who have significantly contributed to the evolution of mugham. The study, unfolds with eldest 

brother Mashadi Muhammad Bulbul, who, despite his fatherôs religious reservations, pursued 

mugham in his youth. Unfortunately, later on, under the pressure of fanaticism, he gave-up singing, 

but continued to write beautiful ghazals in Azerbaijani and Persian languages, which were used as 

lyrics of mugham. His success in mugham influenced his siblings, including Jabbar Garyagdioglu, 

who not only preserved but also enhanced the musical traditions imparted from his elder brother. 

In the study further explores the artistic endeavors of Maharram, Mashadi Ghafar, and his 

eldest son Kahraman. Vocal talents of Jabbar Garyaĵdēoĵlu and Meshadi Ghafar were immortalized 

through recordings with international companies such as PATE, Extraphone, and Grammophone in 

1906-1914. The paper sheds light on the darker chapters of their history, marked by the Soviet 

repression of 1937, which led to the arrest and exile of Kahraman and the subsequent attempts to 

obliterate the mugham contributions of Ghafar and Kahraman from the history. 
 

Recent research and publications in 2023 have unearthed factual evidence confirming the 

musical activities of these two Garyagdi members. This article aims to provide a comprehensive 

overview of the five Garyagdi singers, detailing their performances and the invaluable recordings 

preserved in sound archives, thereby ensuring their indelible imprint on the cultural fabric of 

Azerbaijan remains recognized and celebrated. 

Keywords: Garyagdi, Mashadi Muhammad Bulbul, Jabbar Garyagdioglu, Mashadi Ghafar, 

mugham singer, Shusha 

 

Dynastes of Mugham singers of Shusha, Azerbaijan 

A great renaissance period began in Shusha in the 19th century. This relatively small city with 

a population of between 10,000 and 25,000 has become a centre of poetry, music, mugham, culture, 

and education. Here, the transformation of palace music and poetry and its transformation into art 

for the public took place. Great scientists, musicians, composers, writers-poets, military 

commanders, owners of various professions etc. were growing [6]. 

In Shusha, ñMajlisi-Unsò of Khurshidbanu Natavan, the daughter and heir of Karabakh Khan, 

and ñMajlisi-Faramushanò of Mir Movsum Navvab, poetic gatherings, music gatherings, societies 

- Kharrat Gulu school, ñMusicians' gatheringò mugham performance, which M.Navvab created 

together with the famous singer Haji Husu, they played a big role in spreading it and making it look 

professional. Poets, writers, musicians, intellectuals, connoisseurs of classical poetry and music 

gathered in these gatherings, listened attentively to mughams, and had discussions about the subtle 

mailto:turan.ibrahimov@gmail.com


Echoes of Heritage: Navigating the Legacy of Music and Dance 
 

 

181 

 

performance of music and poetry [2]. 

Shusha is the homeland of musicians M.Navvab, Kharrat Gulu, Haji Husu, Sadigjan, Mashadi 

Isi, Abdulbagi Zulalov, Jabbar Garyagdioglu, Kechechi oglu Mahammad, Mashadi Mahammad 

(Mammad) Farzaliyev, Islam Abdullayev, Seyid Shushinski, Bulbul, Zulfi Adigozalov, Khan 

Shushinski, Mashadi Jamil Amirov, Gurban Pirimov, composers Uzeyir Hajibeyov, Zulfugar 

Hajibeyov, Fikret Amirov, Niyazi, Afrasiyab Badalbeyli, Soltan Hajibeyov, Ashraf Abbasov, 

Suleyman Alasgarov, singers Bulbul and Rashid Behbudov. This is not yet a complete list of Shusha 

musicians. There is even a popular saying among the people that ñBabies in Shusha cry over 

mugham even from birthò. 

Starting from the 19th century, when mugham music spread and developed in Shusha, not 

only individual musicians, but even generations of mugham musicians began to appear here. Many 

of them have become world famous singers. Representatives of this generation are still serving 

Azerbaijani mugham art. Shusha was the homeland of generations of mugham performers, among 

them there are Zulalovs, Garyagdis, Beybudovs, Mammadovs, Adigozalovs families [6]. 

Among all these families, the generation of Garyagdiôs from Shusha, who made great 

contributions to mugham art, occupies a special place. This study is devoted to the study of the 

Garyagdi dynasty, to the investigation of the activities of its forgotten representatives. 

Garyagdi Dynacty 

This generation lived in the ñSeyidliò neighbourhood of Shusha, and the head of the family 

was the dyer Mashadi Ismayil Ismayilzade (1830-40-??). Although his surname was Ismayilzade, 

later this family was known among the people by the nickname Garyagdi. According to the family 

tree (Figure 1) we compiled in [9], Mashadi Ismayil married Bashkhanim and had 5 sons and 2 

daughters from this marriage: Mahammad, Muharram, Jabbar, Gafar, Bilal. Mashadi Ismayil in 

addition to educating sons, he wanted to teach his own craft to them [1,2,6]. 

 

 
Figure 1. Garyaĵdē family tree. Singers name in bold boxes. 

ñDyer Mashadi Ismayil also participated in religious ceremonies with his sons. He was a 

staunch believer. His sons ɬ Mahammad and Gafar ɬ performed the Shabihgardan ceremony during 
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the Muharram mourning period. Mahammad, who had a beautiful voice, would recite the poems 

dedicated to Imam Hussein by the Iranian poet Mohtasham on the ñZamin-kharaò with a very 

impressive voice on the days of Ashuraò [6]. 

Mashadi Ismayilôs sons had a beautiful high-pitched voice, but he tried had push his children 

to sing only religious songs. 

Mashadi Mahammad Bulbul (1858/9-1918) 

He received his education at Molla Ibrahim's school in Shusha, where he learned Arabic and 

Persian languages, recited the Qur'an with tajvid, and learned calligraphy. Mahammad had a 

beautiful voice, his father used to take him to sing laments in religious ceremonies since he was a 

child. Mashadi Mahammad sang at the mugham gatherings with his beautiful voice and 

temperament as well, he earned the nickname Bulbul (nightingale). Mahammad's example played 

an important role in the formation of his younger brothers Jabbar, Muharram, Gafar as a great singer 

and in choosing this art.  Mahammad Bulbul participated in some musical gatherings in cities such 

as Baku, Ganja, Sheki, Shamakhi, Tiflis, along with Haji Husu, Mashadi Isi, Bulbuljan ɬ Abdulbagi 

Zulalov, Sadigjan, Jabbar Garyagdioglu, and occasionally sang his own ghazals. 

Later, under the influence of superstition, Mashadi Mahammad Bulbul, who renounced the 

dynasty, took part in the ñMajlisi-Faramushanò literary meeting organized by M.Navvab, a famous 

scientist and poet of that time in 1872 []4, and this meeting played an exceptional role in his 

development as a poet. 

Influenced by Mahammad Fuzuli traditions, his poems are written in Azerbaijani and Persian 

languages in genres such as ghazal, gasida (ode), poetic letter, rubai, and novel. Nine his poems                  

M.Navvab were published in tazkiras - anthologies (1913, 2018) [4], Ragub Karimov published his 

poems in 2008 [14].   

No gramophone recordings have been found. Modern singers also sing his ghazals on the 

mugham. 

Jabbar Garyagdioglu (1861-1944) 

At the age of 10, Jabbar entered a school in the city. His first teacher was Mirzali Ashig, the 

son of the poet Zeynalabdin, known by the pseudonym ñSaghariò in Shusha. 

Jabbar Garyagdioglu is a master singer, talented poet, composer, musicologist, pedagogue and 

the author of many songs and some ghazals. As a result of his activity, Azerbaijani mugham 

developed and took its current form, and the ghazals sung in mughams are not in Persian, sung in 

Azerbaijani [1,2,6]. 

Famous composer Fikret Amirov called Jabbar Garyagdioglu ñthe thinking brain of folk 

musicò, great Russian poet Sergey Yesenin called him ñProphet of Eastern musicò [2]. Scientists 

also called it a ñliving encyclopaediaò of our musical folklore. He knew about 500 folk songs by 

heart and recorded 300 of them. Saying ñI can't sell people's property to people for moneyò, he 

refused to take money for this recording work [2]. 

Sound recordings were recorded on gramophone rolls by various foreign companies named 

ñEkstrafonò, ñPATEò (38), ñGramophoneò, ñSport-recordò (50) in 1906-1914, and 114 of these rolls 

are available in Sound Archives Azerbaijan (full list provided in our book [9]). He encouraged and 

coordinated the sound recordings of many singers and took them abroad with him. 

He has special services in the development of opera and choral art. When we look at the list 

of gramophone records recorded by Jabbar Garyagdioglu at the beginning of the 20th century at the 

ñPATEò and ñSport-recordò companies [9], it is revealed that he sang in 11 choirs and recorded his 

voice on the record. His colleagues Mashadi Mahammad Farzaliyev, Kechachioglu Mahammad, 
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and Davud Safiyarov also sang in this choir. They were accompanied by tar player Gurban Pirimov 

and kamancha player Sasha Oganezashvili. 10 choirs were recorded at ñPATEò and 9 choirs at 

ñSport-recordò companies. 8 of these choirs were recorded at both companies. The ñSport-recordò 

catalog also includes a photo of the choir collective. List of songs: ñSoyle bir gorekò, ñEshgin 

ateshiò, ñMashadi Ibadò, ñKebin khoruò, ñVeten shergisiò, ñMen bir turkemò, ñTelloò, ñGule-guleò, 

ñMilletò tesnifiò, ñĶsterseò, ñShebi hijranò. As can be notice, performances such as ñSoyle bir 

gorekò, ñMashadi Ibadò, ñKebin khoruò, and ñShabi hijranò are choirs from Uzeyir Hajibeyliôs 

operas and operettas [11]. 

F. Shushuinski (1985) [6], Zemfira Yusif gizi (2008) [2], V. Bahmanli (2017) [1] and others 

have written books and articles about Jabbar Garyagdioglu. His ñHeyratiò performance filmed at 

the age of 69 and available on YouTube [12]. 

Muharram Garyagdi (?-1918) 

There is little information about Muharram Garyagdi. Mirza Khosrov Akhundzade [5], as well 

as the son of Muharram, the famous sculptor, a people's artist Jalal Garyagdi, confirm that he also 

has a voice and sings mugham [9]. 

 He was killed by Armenians in the forest near Shusha in 1918/19 [9]. 

Mashadi Gafar (1880-1934?) 

At first stage of study, we found only list of gramophone records in different Sound Archives, 

which presented at Table 1 and some pictures of gramophone recordings at Figure 2. But Mashadi 

Gafarôs biography, surname, identity was unknown. We tried to collect piece of evidence one by 

one, then we found his grandchildren and biography. We had few articles [8, 10] and book [9] where 

we identified his identity and his belonging to Garyagdi family.  

Firidun Shushinski writes: ñThe year Seyid (Shushinski) came to Tbilisi (1911), prominent 

musicians such as Chekmachi Mahammad, Majid Behbudov, Mashadi Mammad Farzaliyev, 

Mashadi Gafar, Mardi Janibeyov, Mashadi Zeynal, ... were playing and singing in Tbilisi gatherings, 

clubs, and during the breaks of theatre performancesò[6]. 

Figure 2. Mashadi Gafarôs gramophone recordings 
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ñBakinskiy rabochiyò newspaper ñFor the first time in Baku, a concert consisting of Eastern 

and European music was organized in the Turkish Palace of Culture on December 22,  

1927. The concert was attended by ... Huseynaga Haji-bababayov, Ahmed Anatollu, Orlova, 

Sobolevskaya, Yefimova, ... singer Gafar and Seyid Shushinsky. This concert was welcomed by 

the publicò [7]. 

Mirza Khosrov Akhundzade (1889-1961) (He was Jabbar Garyagdiogluôs teacher Mirzali 

Ashigôs son) in his poem provided full list of singers of Garyagdi dynasty [5,9]:  

 

Garyagdi Jabbar, who studied music, 

Remain as a memory from Mirzali Ashig. 

His brothers Mahammad, Muharram, Gafar, 

Those who have been sarkar (highest in profession) in music science. 

 

Table 1. List of Mashadi Gafar's gramophone recordings 

 

N

o. 

 Name of 

archive  

Productio

n No.  

Name of phonograph 

document  
Date Firm  

1 
SARARA
39 

6-12913 Samaye-Shams 1910 GCR 

2 SARARA 6-24070   Kuchelere su sepmishem 1910 GCR 

3 SARARA 2-12530   Humayun 1906   GCR 

4 SARARA 2-12539   Iranian march 1906  GCR 

5 SARARA 10-12019  Arak 1909  GCR 

6 SARARA 3-12527 Hisar 1909  GCR 

7 SARARA 6-12912 Mugham (Luxlarva)   GCR 

8 SARARA 2-12540   Zamin-khara   GCR 

9 SARARA 2-12529   Arak 1906  GCR 

1

0 
SARARA 2-12528   Hijaz mukhalig 1906  GCR 

1

1 
SARARA 6-12786 Part of mugham   GCR 

1

2 
SARARA 6-12943 Ashuran   GCR 

1

3 

SMMCA
40 

25821 Bayati Shiraz 1907 PATE 

1

4 
SMMCA 25820 Kurd Shahnaz 1907 PATE 

1

5 
NLF41 25828 Masnavi 1907 PATE 

 
39 SARARA ï State Audio Recordings Archive of the Republic of Azerbaijan. 
40 SMMCA ï State Museum of Musical Culture of Azerbaijan. 
41 NLF ï National Library of France. 
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1

6 
NLF 25829 Shushtar 1907 PATE 

1

7 
NLF 25822 Rast Arak 1907 PATE 

1

8 
NLF 25823 Zamin-khara 1907 PATE 

1

9 
RR42 25828 Masnavi 1907 PATE 

2

0 
RR 25829 Shushtar 1907 PATE 

2

1 
RR 25822 Rast Arak 1907 PATE 

2

2 
RR 25823 Zamin-khara 1907 PATE 

 

Most of ghazals that Gafar sings in his recordings are in Persian. Two recording that were 

found so far in Azerbaijani. First on ñKuchelere su sepmishemò and ñPersian marchò is knowing 

sons and singers still singing them. Words of ñPersian marchò in Mashadi Gafar recording is slightly 

different from known today text. Unfortunately, single music recording have problem and there are 

some damage, which did not allows to get full text of song. Spesific differences are following: 

 

Galanēn dibinde bir gush olaydēm, 

Gelene-gedene yoldash olaydēm. 

 

Galanēn dibinde serildim yatdēm, 

Khidmetchi gelende dashlara [or ñdash-dereò ] qachdēm. 

 

Last part is different that from Rashid Behbudov and other singers song later on. 

Gafarôs ñShushtarò performance from gramophone records available on YouTube [13] 

 

Gahraman Garyagdi (1903- [1937 rep]-1952?) 

Gahraman is oldest son of Mashadi Gafar. He also was singer, but he repressed by Soviet 

rejim. 

From the manuscript of Alihuseyn Daghli43, kept in the M. Fuzuli Institute of Manuscripts of 

the National Academy of Sciences, ñThe Lost Voice, the Voice That Remained in My Earsò: 

ñ...Standing in front of all of Azerbaijan in a row of beautiful loud voices, I listened to him 

very attentively on the radio. I especially liked ñBayati-Shirazò, ñBayati-Isfahanò, ñKurd-Shahnazò. 

 
42 RR ï Russian-records.ru website  
43 Hamidov Alihuseyn Hamid oglu (Alihuseyn Dagli) (1898 ï 1981) was a military man, politician, and held many 

responsible government positions; he was the military commandant of the Baku garrison, a member of the Supreme Court 

of Azerbaijan, a military prosecutor in 1924ï1925, chairman of the executive committee in several regions, etc. The 

Soviet regime repressed him ï from 1937 to 1955, A. Dagli lived in prison and exile. At one time, he was in the same 

prison as Gahraman Garyagdi. 
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...his height, thinness and gentle playing of the tambourine reminded me of Jabbar Garyagdi. 

(in 1937) The Gahraman Garyagdi was ñblackenedò - slandered. The ignorant ñsweepò him 

up, throw him into Vladivostok, Vtoraya Rechka. 

In Vladivostok [Owner of this voice Gahraman Garyagdi] is forced out of Vtoraya Rechka ɬ 

a large camp transit point. In the Kalima-Bukhta Nagaev area, the 50-55 degree C frost muffles take 

away form Gahraman Garyagdi his voice. His voice, drowning in snow and ice, especially the last 

song he sang, ñKurdi-Shahnazò, still remains in my ears.ò 

Vahid Guliyev (1949) (Mashadi Gafar's grandson): ñAccording to my mother, my uncle 

Gahraman Garyagdi worked as a deputy director in some office in Baku. Ahmet Aghdamski and 

Gahraman performed in theatres in Aghdash and Aghdam regions. Then someone wrote an 

Armenian danos, and in 1937 they arrested him and sent him to the Far East. 

ñGahramanôs son Tofig (1926-1949) also died young - at the age of 23. Our artists like Gulaga 

Mammadov and Tofig Guliyev were his friends. Tofig Garyagdi also had a beautiful voice, but I 

wonder why he died so soon.ò 

In 1956-57, a person came to us and said: ñI came from the Far East freed from imprisonment. 

Gahraman Garyagdi gave me this address and sent me here. How did you send it? We have not seen 

each other's face with him. All of us stayed in a prisonôs solitary confinement cell. One day, I heard 

a sad song ñSegahò being sing in Azerbaijani... At that time, we told each other our addresses. We 

promised that whoever can get out of here should go and tell the other's relatives. ...But recently I 

felt that his voice was weakening, and he often coughed. No matter how many times I called in the 

following days, there was no sound. I came to the conclusion that the Gahraman has passed away.ò 

 

Summary 

The research was conducted with Gulhuseyn Kazimli and the book [9] was published in 2023 

revealed the genealogy of the Garyagdi generation and the factual evidence confirming the musical 

activity of the forgotten singers from this generation. It aims to provide extensive information about 

the five singers from the Garyagdi generation and their families, to present their performances and 

invaluable recordings preserved in sound archives in detail, and thus to show their indelible traces 

in the cultural structure of Azerbaijan. 

These studies are important from the point of view of preserving our ancient mugham heritage, 

studying the development stages of our mugham, as well as the valuable contributions of musicians 

who have contributed to this development. These studies serve to identify the personality of the 

singers who were forgotten (Mashadi Hilal Zeynalov, Aslan Safarov etc) by the pressure and 

restrictions of the Soviet repression, and to collect and study their recordings. 

In addition these studies should be continued in the following two directions: 

1. Studying Mashadi Gafar's activities in Iran and the neighbourhood of his life there. 

Searching for a complete list of produced sound records. 

2. Study of information about the Gahraman Garyagdi from the archives of the State Security 

Service of Azerbaijan and Russia. Searching for audio recordings. 

Acknowledgments: Author would like to express gratitude to all the people who helped in 

conducting this research, and especially to the employees of the State Recording Archive of the 

Republic of Azerbaijan and the State Museum of Musical Culture of Azerbaijan. 
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GARABAGH ASHYG ENVIRONMENT IN THE CONTEXT OF INTERCULTURAL 

DIALOGUE  

The study of Garabagh in the context of intercultural dialogue as an environment formed in 

the unity of many areas of Azerbaijani art makes two main directions important. One of them is related 

to the establishment of inter-artistic relations, dialogues, connections, and influences in Garabagh 

as a cultural environment. The second direction includes revealing the role played by Garabagh 

culture in the establishment of international cultural dialogues in the entire Caucasus region. With 

this, the function of Garabagh as a public, historical, social, political, literary, and musical 

environment in the Caucasus region and its position as a geographical center for the establishment 

of intercultural dialogue are revealed. The main goal of the presented report is related to the 
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establishment of inter- art relations in the environment of the art of Ashyg (bard, minstrel), which is 

the main component of Garabagh culture, and the study of its impact on the cultural environment 

around Garabagh. 

The study of the musical and poetic heritage of the Garabagh ashyg environment, which acts 

as an important component of Azerbaijani ashyg art, is of great importance for the realization of this 

goal. In addition, the heritage of Garabagh's folk music creation, the impact of performance traditions 

on the environment, and the place of outstanding ashygs and khanendaes (singers), sazandes 

(instrument players, musicians) in the cultural life of other Caucasian peoples play a leading role in 

the establishment of intercultural dialogue. 

Keywords: Garabagh, culture, ashyg art, environment, connection, dialogue 

The study of the environment-school traditions in Azerbaijani ashig art gained significant 

momentum in the second half of the 20th century, giving rise to another direction in the development 

of ashig studies. Among the currently active and those considered extinct ashig environments in both 

Southern and Northern Azerbaijan, we must mention Ganja-Gazakh, Shirvan, Karabakh, Borchali, 

Goycha, Daralayaz, Aghbaba-Chēldēr, Nakhchivan, Urmia, Karadagh-Tabriz, and Derbent. Some of 

these environments have ceased their activities, while others continue to sustain the art of ashig. 

Various factors have contributed to the decline of these environments. Without deviating from the 

topic, I would like to focus attention on the Karabakh ashig environment, which has faced this 

unfortunate fate. 

Karabakh, recognized as the cultural center of Azerbaijan and the entire Caucasus, has also 

been an environment where the art of ashig flourished for centuries. The rich legacy of master ashigs 

such as Qurbani, who lived and created in the 16th century, Miskin Abdal, one of the founders of the 

ashig tradition, as well as Ashig Sarē, Ashig Samad, Ashig Valeh, Ashig Abbasqulu, Ashig Cafargulu, 

and Ashig Nacafgulu, has been preserved and is known to us through historical sources and scholarly 

research. However, the influence of this heritage on the development and enrichment of the ashig art 

of Karabakh and Azerbaijan as a whole has been evident not only through written records but also in 

practice. One of the main factors contributing to the region becoming a cultural hub of the Caucasus 

was the active presence of master ashigs in Karabakh, particularly their collaboration with singers 

(xanende) and instrumentalists (sazende) at public celebrations, sharing the artistic stage together. In 

this context, various forms of folk art were represented together, fostering a process of mutual 

influence that, in turn, shaped the overall landscape of Karabakhôs musical culture. The historical and 

cultural role of the music and poetry assemblies active in the region also deserves special emphasis. 

All these factors underscore the vital importance of Karabakh in the formation of a cultural 

environment within the Caucasus region and affirm the relevance of the presented topic for 

discussion. 

When speaking of Karabakh as a cultural hub, the art of mugham naturally comes to mind 

first. However, as researchers of this field are well aware, the literary and cultural environment in 

Karabakh has been remarkably rich. Particularly from the 18th to the 19th centuries, Shusha, often 

referred to as the "Conservatory of the Caucasus," became a gathering place for the era's intellectuals, 

masters of art, scholars, poets, and musicians, earning it the title "Vienna of the East." 

Karabakh, as an environment shaped by the synthesis of various fields of Azerbaijani art, 

necessitates its study within the context of intercultural dialogue along two primary directions. The 

first of these involves examining the internal interrelations, dialogue, connections, and influences 

among different forms of art within Karabakh as a cultural milieu. As mentioned earlier, Karabakh 

stands out as one of the geographical and cultural spaces where two professional creative directions 

of Azerbaijani folk musicðashiq art and mughamðintertwine and harmonize. This led to the arrival 

of master artisans from all over the country to Karabakh, providing them with the opportunity to 

showcase their talents. One of the main missions of the poetry and music gatherings held in Shusha 

was to foster the establishment of an inter-artistic dialogue. The intellectuals, master singers, and 
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instrumentalists who gathered at these meetings discussed the innovations taking place in music 

culture, worked towards reaching a consensus, and sought to contribute to its development.  In these 

gatherings, young singers, instrumentalists, ashiks, and poets would showcase their art and try to earn 

praise from the masters. As a result, the presentation of all aspects of folk music within a single 

gathering contributed to the formation of creative connections. It should be noted that the process of 

inter-artistic connections did not remain confined to these gatherings alone. Folk celebrations also 

became one of the main venues where singers, ashiks, and wind instrument players such as zurna and 

balaban would come together. In these gatherings, singers, ashiks, and instrumentalists had ample 

opportunities to showcase their skills. Starting from ¦zeyir Hajibeyli's idea that "the people are not 

only creators and composers, but they are also unparalleled critics and the best consumers of musical 

works; the people, while paying attention to folk music works, can distinguish the good from the bad 

and mercilessly reject any form of fake beauty and thoughtless luxury," (Hajibeyli, 2005:381) we 

would like to draw attention to the fact that the process of inter-artistic connections also went through 

the filter of folk censorship. In this way, any folk song, ashik tune, or dance music sung at a wedding 

gathering, when loved by the people, is adopted by folk artists and eventually becomes part of the 

performance repertoire. In this regard, many examples of dance tunes that were sung with added lyrics 

and transformed into folk songs can be mentioned. Likewise, the incorporation of ashik tunes into 

mugham performances, giving them new genre significance, the addition of poetic texts to the colors, 

which are then sung as a type of tesnif, or the inclusion of dances in the form of dastgah instead of as 

separate tunes, are all bright examples of inter-artistic connections. In fact, this process indicates that 

folk music creation functions as a perfect system, operating as an organism. The establishment of 

artistic connections happens both on a conscious and subconscious level. Of course, this is an 

approach that requires deeper research and is the subject of extensive studies. However, when 

describing the general landscape of inter-artistic connections, one of the key points, and I would even 

say the most important, that must be kept in mind is... 

In this report, I would like to focus more on the investigation of the Karabakh ashig 

environment in the context of intercultural dialogue, approaching this issue from a more 

contemporary perspective. 

To highlight the importance of the Karabakh ashig environment in intercultural dialogue, it is 

also necessary to consider its geographical location. This is because the Karabakh ashig environment 

has been shaped and developed through creative interactions with the ashēq schools of Ganjabasar, as 

well as the Nakhchivan, Goycha, Borchali, Akhbaba-Childir, Eravan, and Daralayaz regions. 

Geographically, these environments cover the same area, and a key characteristic of them is the close 

nature of creative relationships. The Ganjabasar, Karabakh, Goycha, and Borchali ashiq environments 

played a crucial role in the formation and development of classical ashiq music. 

When examining regional studies related to Ashiq art today, it is evident that the main part of 

the repertoire of these environments directly includes classical melodies. This leads to the conclusion 

that the initial principles of this art form were established in the mentioned Ashiq environments, and 

over time, they contributed to the spread of the art to other regions. The process of dissemination can 

be observed not only within Azerbaijanôs borders but also in the cultural environments of neighboring 

countries. It is no coincidence that Tbilisi, one of Azerbaijan's cultural centers, is also considered an 

important city in this context. Renowned khanandas (vocalists) and sazᴅndas (instrumentalists) lived 

in this city, and Ashiqs, along with mugham performers, made successful appearances at folk festivals 

and concerts. These facts have played a significant role in shaping the cultural environment of 

neighboring Georgia, fostering mutual influence and development. 

The influence of Ashiq art on the culture of neighboring countries can be examined in a 

broader context. In the 1930s, research started to emerge within the field of folklore studies regarding 

the impact of Azerbaijani folklore and Ashiq art on the formation of Armenian cultural environments. 

Authors, with great attention to detail, applied a scientific approach to demonstrate how Armenian 
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folklore, particularly the art of the qusan (a traditional Armenian singer and instrumentalist), benefited 

from Azerbaijani Ashiq traditions, including poetry and musical composition. One of the key points 

I would like to emphasize here is that Armenian authors who have conducted research on the same 

subject tend to trace their national cultural roots as far back as possible. It is logically implausible for 

any art form or creative domain with ancient historical roots to disappear or cease to exist abruptly. 

However, when we look at the modern cultural environment of the Caucasus today, we cannot trace 

the individual development trajectory of Ashiq art in either Armenian or Georgian folklore. Especially 

after the deportation process, new Ashiq environments were not formed in those lands, and new epic 

tales and poetry examples did not emerge. This leads us to conclude that the extinction of the 

Karabakh environment, as well as the Western Azerbaijani Ashiq environments, in the cultural 

centers of Azerbaijan has created a visible gap in the cultural heritage of neighboring countries. 

However, regardless of where the people from Karabakh and Western Azerbaijan migrated or settled, 

they brought their folklore and art with them, preserving and passing it down to future generations. 

Today, it is impossible to ignore the evident influence of the aforementioned extinct environments on 

the development of the Ashiq traditions in the Western regions, such as Ganja, Gazakh, Tovuz, 

Gadabay, and the Dashkasan-Shamkir environments. This can be explained both geographically and 

by the common creative traditions shared among these regions. However, the most important 

indicator is related to the fact that Azerbaijani folk music thinking works as a unified system. That is, 

no matter where a Karabakh muĵam singer lives, they will sing the muĵam in the way of a Karabakh 

singer. The same can be said for the Ashiq tradition. The students of the Goycha Ashiq environments, 

who learned from the masters of this tradition, continue to pass on their art to the next generations, 

preserving those traditions. Unfortunately, the aggression and oppression committed against our lands 

and people also affected our cultural heritage, and such rich creative environments faced the grim fate 

of extinction. 

As for the Ashiq environment of Karabakh, the flourishing of the Ashiq art here began at an 

earlier stage. The development of Ashiq art, considered to have started in the 16th century, as well as 

the transition from ozan to Ashiq, began in the western zone of Azerbaijan. This allowed Ashiqs to 

travel from village to village, continuously demonstrating their art and fostering creative connections 

and master-apprentice relationships. While there is a link between the saz-word art and Ashiq 

tradition with Qurbani in Karabakh, his arrival from Tabriz and settlement here also laid the 

groundwork for the establishment of creative connections and shared traditions between different 

environments. The new rise of the Ashiq environment in Karabakh is associated with the name of 

Ashiq Valeh. The village of Abdal G¿labli, known as an ancient saz-word center in this geographical 

area, has given birth to many prominent figures in Azerbaijani Ashiq art. One of them is Ashiq Valeh. 

His creativity has made a significant contribution to the enrichment of Azerbaijani Ashiq art. The 

main feature of this contribution is that Ashiq Valeh achieved fame both as a master in the word art 

and music creation, and as the author of several saz tunes, recognized as a creative Ashiq. 

In the 19th century, the works of intellectuals and scholars who lived in Karabakh, as well as 

known historical facts, provide evidence that the Ashiq art of this environment had a strong influence 

on the culture of the region and the neighboring peoples. This can be observed when looking at the 

folklore environments of Azerbaijan, Dagestan, Georgia, and Armenia, and the creativity of folk 

musicians and Ashiqs who lived and created in these countries. Especially, the influence of poetic 

forms and melodies present in Azerbaijani Ashiq art on the folklore of other nations can be clearly 

seen through undeniable facts. Prominent literary scholar Firudin bey Kocharli had provided 

substantial information on this matter in the early 20th century. The scholar discusses the distortion 

of poetic texts from Azerbaijani Ashiqs' creativity, as well as examples of ritual folklore, in the multi-

volume work Collection of Materials on the Description of the Peoples and Territories of the 

Caucasus. This is further confirmed by the annotated bibliography of Amin Efendiyev, which relates 

to the aforementioned collection. In general, in the geographical area known as Western Azerbaijan, 

neighboring Karabakh, there were also well-established Ashiq communities in places such as Chēldēr, 

Goycha, Akhbaba, and Daralayaz. There were close creative connections between these communities, 

and the movement of Ashiqs between them significantly influenced the cultural development of the 
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region. Ashiqs participated closely in folk celebrations in places like Iravan, Goycha, Borchali, and 

Nakhchivan, thus exerting a creative influence on the music culture and folklore of other peoples 

living in the area. Detailed information on this can be found in the multi-volume Collection of 

Materials on the Description of the Peoples and Territories of the Caucasus. In the second volume 

of this collection, the author of the section on Armenian folklore, S. Zelinski, writes: "Over time, the 

Armenians became so connected to the Tatar (Turkish) language that they even abandoned singing 

their own folk songs and began to gladly listen to Tatar songs. As a result, Ashiqs (folk singers) began 

to create, write, and sing songs in Tatar (Turkish) as well." (Zelinski, 2018:23)  

Similar ideas are expressed by Maharram Gasimli regarding the Ashiq tradition of the Childir 

region: ñThe Childir Ashiq environment, having a deep influence on the Georgians and Armenians 

living within this region and its neighboring areas, led to a desire among them to adopt the Ashiq art... 

In the 18th-20th centuries, Ashiq Ruhani, Ashiq Sheydayi, Ashiq Shivqa, Ashiq Zeyni, Ashiq 

Feydayi, Ashiq Pakdayi, Ashiq Niko, Safil Lado, Ashiq Eto, and other Georgian Ashiqs performed 

their art influenced by the artistic climate of the Childir Ashiq environment.ò (Qasēmlē, 2011:266). 

Today, Sayat Nova, whose ethnic identity has become a subject of discussion, is noted in 

sources as an ashik who wrote and created in three languages: Azerbaijani, Armenian, and Georgian. 

(Sayat Nova, 1963:4).  

The compiler of the book, H. Araslē, also touches on an important fact: "Armenian and 

Georgian ashiks, for the most part, knew by heart ashik poetry and Azerbaijani epics that were created 

in the Azerbaijani language, and to prevent forgetting them, they would transcribe them using 

Armenian and Georgian scripts." (Sayat Nova, 1963:7). 

The ideas presented in this quote clearly reflect the significant influence of Azerbaijani ashik 

traditions, especially from the Karabakh and Western Azerbaijan regions, on the cultural 

environments of neighboring peoples. Another important point to note is that while the adoption of 

poetic forms specific to Azerbaijani ashik art is one aspect of the issue, the fact that these poems and 

tunes were also created in Azerbaijani Turkish is another important dimension. The fact that the 

Azerbaijani language, particularly its poetic form, held prominence in Armenia and Georgia despite 

not being an official state language speaks volumes about the richness and powerful influence of this 

culture. In addition to performing Azerbaijani ashik melodies, songs, and dances at folk celebrations 

in these regions, the fact that Armenians and Georgians also sang their own creations in Azerbaijani 

further attests to this influence. 

It is fascinating that even more than 100 years later, we can still observe the traces of this 

influence. On the YouTube platform alone, you can come across dozens, perhaps even hundreds, of 

folk celebrations from the Caucasus nations, where Azerbaijani folk songs and dances, as well as 

samples from the repertoire of contemporary pop singers, are performed. Among them, songs like 

"Uzundara," "Tello," "Tarakama," "Sarē galin," and many pop songs by contemporary singers can be 

found. It is often the case that the origins of these tunes are either not mentioned or are distorted, yet 

the strong influence of Azerbaijani musical culture, both in folk and pop music, remains evident. It is 

regrettable that our neighbors, who are so enamored with and interested in our national culture and 

music, choose to focus more on distortions and plagiarism rather than recognizing it as a form of real 

and meaningful intercultural exchange. This has had a negative impact not only on interethnic 

relations but also on intercultural connections. The extinction of the Karabakh and Western 

Azerbaijan aĸēq traditions has negatively affected the cultural development of the neighboring peoples 

as well. While in Azerbaijan, the traditions of these environments continue to some degree, it cannot 

be said the same for the other side. Although the idea of tolerance gained particular significance 

starting from the 20th century, when we look at the history of relations between the many peoples 

and ethnic groups living in Azerbaijan, we can observe that tolerance, as a form of thought, has existed 

in Azerbaijan since much earlier periods. 
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This form of relationship is clearly reflected in our nation's national consciousness, customs, 

traditions, ceremonies, folk gatherings, and aĸēq epics. At the same time, we can observe the 

continuation and preservation of these traditions, as well as their evolution into new levels in the 

modern era, within the cultural policy of our President, Mr. Ilham Aliyev, who has led the Caucasus 

to new realities. His approach has enabled the tradition to maintain its position while adapting to the 

changing times. For the past four years, Azerbaijan has restored its territorial integrity. During these 

years, the ñKhari Bulbul Festivalò, which has been living a new history in Shusha, represents the 

music and dance cultures of many countries, and the participation of musicians and dancers from 

various nations is, in fact, a call for peace to the world. Through this festival, Azerbaijan is echoing 

the words of the prominent composer Gara Garayev ï "We are also a part of this worldò (Dadaĸzade, 

2002). This is a call for justice against the injustices faced by our country over 30 years. Today, the 

reconstruction efforts in Karabakh demonstrate the Azerbaijani state's commitment to the desire of 

the peoples of the Caucasus to live in peace, security, and prosperity. This process will undoubtedly 

give a boost to the revival of the rich cultural environment and inter-cultural relations in Karabakh 

and its surrounding areas, taking them to a new level of development. 
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KAZAKH AND KYRGYZ RESEARCHING OF BOTH SHANKOBYZ AND TEMIR 

KOMUZ  

The report purpose is to underline both general and specifics features in the history of the two 

most related to each other musical instruments, such as, the Kazakh shan kobyz and the Kyrgyz temir 

komuz. The research method was the historical-typological approach, reflecting the stage 

development of both traditional cultures, to compare the studies of both Kazakh and Kyrgyz 

musicologists. 

The results showed the unity of the ethno-organological approach, classification, genesis, 

morphology, source study base (pre-revolutionary period) and methodology, but an uneven degree 

in terms of knowledge of the preservation and development of the traditions, its written fixation, 

notation, and forms of itsô existence (both Soviet period and after Independence). The scope of the 

results is related to music art, music education, and ethnomusicology. 

To sum the comparative study of the two historically, genetically, and typologically close 

musical cultures, both Kazakh and Kyrgyz, it is clear, that the evolution processes of both shankobyz 

and temir komuz, caused by certain historical-cultural conditions, are common, however, their 

preservation and development processes have an autonomous way. 

Keywords: Kazakh traditional music, shangkobyz, Kyrgyz traditional music, temir komuz 
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While both regions are geographically and culturally disparate, the aim here is to develop similarities 

through the artistic practice of combining poetry with music. The research here is narrowed down 

to the works of two artists: Trabzonôs Maּפkalē Hasan Tunּפ and Punjabôs Bulleh Shah. Over time, 

many musicians have performed their verses, thereby dispersing them into the collective public 

memory. I study sameness with regard to metre, scale, tropes and sentence formations in their 

compositions. These factors can contribute to a larger thematic affinity between the two. 

The oeuvre of the two artists is characterised by longing as experienced by a wandering poet- 

musician whose narrative voice diminishes gender distinctions. Also, any expression of melancholy 

or gaiety is accompanied by an acceptance of oneôs smallness at the hands of the vast nature. The 

philosophical concept sublime will then enter to discover a shared realm of feelings so that through 

music we can ascertain cultural sameness between the two regions. The paper is theoretically 

grounded in Ibn óArabi, Herder and Kant. 

Keywords: traditional music, Trabzonôs Maּפkalē Hasan Tunּפ, Punjabôs Bulleh Shah, 

comparative research 

1. Introduction  

 

A landscape appears to stand still. Or at least that is what a painting or a moving image tries to 

depict. While the movement of river, trees and other living beings signify the movement of life, the 

stillness of a mountain stands a supreme authority as if holding and binding together everything that 

moves. Now what if at times music itself is sufficient to move the whole landscape? This paper aims 

to study a conversation, a dialogue between nature and human. The intention is to neither romanticise 

the music under study nor depreciate it off its formal structure for being close to nature. What we can 

do is accept that everyone has their own pace of living and coping with the events of life and death, 

as well as with sound imperialism from the central landscapes which hold power. So I bring together 

two musical traditions from seemingly disparate geographical areas. These are Karadeniz and 

undivided Punjab. The particular poets studied are Bulleh Shah from the eighteenth century and 

Maּפkalē Hasan Tunּפ from the twentieth century.  

Whether human civilization has evolved by land or by sea in their cases, the two landscapes have 

been under consistent geo-political turmoil.44 And they have also gone through the collective issue of 

migration, be it forced or by will. The paper does not go into their socio-political and historical 

backgrounds in order to arrive at an understanding of music. This is not to negate that stream of study; 

it is just about taking a different route. My aim is to identify the fundamental tone, that is, what could 

possibly strike the spirit of a listener of their music. It is a matter of efficacy but also beyond it. I 

propose a philosophical musicology to identify what allows music to reach the inner core of a 

researcher who is also an audience member, a listener. How do we know the wisdom in every song? 

What could be the profundity of a work of music? 

 

2. Sameness in Music and Overcoming Sound Imperialism 

Apart from the temporal, spatial and linguistic differences between the two poets, there are also 

differences with regard to their musical traditions. Bulleh Shah followed the route of ta awwuf (the 

supererogatory acts of worship through Sufi mysticism) and applied it in social reform. He has been 

 
44 In the context of the Black Sea basin, Abdullah Akat says that it has been a region for cross-cultural interaction of 

different communities and their geographies be it the ñBalkan, Crimea, Azov, Caspian, Caucasian, and Anatolianò. But 

he also adds that the region has historically witnessed ñlong-term domination of different colonial hegemonies and 

empiresò like the Greek, Roman and Soviet amongst others (Akat, p. 229).  
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one of the important figures for South Asian Sufism from the Qadri order, mainly in the Punjab region 

that spreads in India and Pakistan. Maּפkalē Hasan belongs to the Aĸēk tradition that is practised in 

countries from Western and Central Asia, bearing intense musical narrative style and significance for 

socio-cultural reform. However, a common trait that binds the two is that both belong to the traditions 

of wandering poet-musicians. These two performance traditions primarily use both plucked (saz in 

Aĸēklēk and rabab in Punjabi Sufism) and bowed musical instruments (sympathetic strings like the 

Black Sea kemenּפe or Punjabôs dilruba and sarangi).  

The verses of the two poets have been in circulation through several musicians who either belong 

to the respective regions of these figures and thereby bring nuances which are closer to them. Then 

there are musicians who are non-locals from the mainstream regions who perform their poetry with 

changes. One such change that can be noticed is with regard to the pronunciation of words, where 

language is sanitized and polished to cater to the mainstream audience. These second kind of 

musicians have more access to the powerful modes of recording and dissemination of music. The two 

figures have also featured in cinema. Maּפkalē Hasanôs verses are featured in his own voice along with 

renditions by ķevval Sam in Fatih Akēnôs Yaĸamēn Kēyēsēnda (The Edge of Heaven, 2007), while 

Bulleh Shahôs poetry finds its way into famous Qawwali singers like Abida Parveen and Nusrat Fateh 

Ali Khan along with commodified renditions in the mainstream Bollywood cinema. It is even a 

common practice nowadays for film lyricists to pick and place their verses or imitate them in songs 

under their own names.  

In spite of dissemination of music from the two hinterlands to their respective mainlands, and a 

vast listenership that relishes their musical genius, these regions still face stigma that renders them 

culturally and intellectually inferior. The bias is even prevalent in the larger academia, where people 

from Karadeniz and Punjab are reduced to their physical stature and material conditions rather than 

being considered as learned intellectuals capable of philosophical, musical and poetic intelligence. In 

their research work reflecting on the Karadeniz Music Archive (KARMA), Abdullah Akat and ¥zg¿n 

Arda Nural present a similar problem in the context of the Karadeniz musical traditions, 

The Black Sea is generally defined as a competitive field with many antagonisms in its history 

[Aydēn 2020, 12], although there have been many historical and cultural layers and some existing 

common traditions in the hinterlands. Because of this preconception, it is not an easy task to make 

collaborations in many fields about the Black Sea. (Akat, p. 229; Akat & Nural, p. 61) 

While it is true that there are certain shortcomings in the region due to conflicts and external as 

well as internal socio-political vulnerability, Akat and Nural present the significance of preserving 

musical archives, categorising them by recognising their micro-specialities and features, as well as 

building a theoretical discourse that finds connections through identity but also appreciates difference. 

This helps in acknowledging that one region itself contains dense repertoires of an intricate musical 

heritage. The logic can be applied in a similar vain to the Punjab region that has historically witnessed 

heavy warfare, culminating into its partition in 1947 that represented the greater separation and 

formation of two nation states--West Punjab belonged to Pakistan and East Punjab to India. But it is 

a conscious decision of this paper to still refer to the region as óundivided.ô In his musicological study 

of the Punjab region, Virinder S. Kalra considers the pre-given categories of religion and nation-state 

to be of lesser relevance in the music of Punjab because the domains of sacred and secular overlap, 

particularly with respect to Islam, Hinduism and Sikhism. Even if consistent turmoil has definitely 
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marked instability in the area and external hostility, the musical traditions, compositions and poetry 

bind its people into a shared regional identity such that the recent geographical separation and border 

formation turn weak and insignificant.  

The verses of both Maּפkalē Hasan and Bulleh Shah also strive to overcome sound imperialism be 

it through their sanitisation from the centres of sound production or by voices that dismiss them as 

not worthy of serious attention vis- -̈vis classical music. I take this term sound imperialism from R. 

Murray Schaferôs thesis on soundscape studies. It explains how one sound takes more acoustic space 

and thereby dominates not only the acoustic space, but also other peopleôs value system and 

knowledge production, and pushes them into silence.   

Imperialism is the word used to refer to the extension of an empire or ideology to parts of the 

world remote from the source. It is Europe and North America which have, in recent centuries, 

masterminded various schemes designed to dominate other peoples and value systems, and 

subjugation by Noise has played no small part in these scheme. Expansion took place first on land 

and sea (train, tank, battleship) and then in the air(planes, rocketry, radio)é 

When sound power is sufficient to create a large acoustic profile, we may speak of it, too, as 

imperialistic. For instance, a man with a loudspeaker is more imperialistic than one without because 

he can dominate more acoustic space. (Schafer, p. 77) 

The popular belief stereotypes people from Karadeniz and Punjab and their respective traditions 

as inferior, loud and overperformative, particularly when portrayed in the popular culture, while the 

urban cultures of modernity are propagated by the western civilization as quiet and restrained. 

However, following the logic of sound imperialism, it is the other way round. Rural landscapes are 

more quiet and are pushed into silence because the one in power is always the loudest, be it in the 

form of religion, industry, capitalism, ethnic superiority or the coloniser. The sound imperialism 

practised in music studies has also displayed utter neglect in acknowledging the richness of music 

aesthetics of the two regions. 

Whether it is a matter of commodification and appropriation, or utter disregard, neglect and 

condescension, it is now important to move ahead and focus on how does the combination of poetry 

and music in the works of the two artists from their respective regions bears the power to present a 

universal idea that begins from a highly individual instance and narrative, and stretches towards the 

infinity of a feeling that lingers. This method is not a counter-argument to mainstream musicology 

that seldom studies classical music through the lens of cultural anthropology, yet reserves this lens 

for the hinterlands in diverse parts of the world. Keeping in line with Akatôs method that locates an 

intricate network of musical exchange, formal development and interrelations within the hinterland, 

the aim of this paper is to understand the hinterland itself as already bearing aesthetic sophistication, 

philosophical insight and formal richness in music.  

Since Bulleh Shah and Maּפkalē Hasan together belong to the larger tradition of vagabond poet-

musicians, there are certain similarities in the style of performing their verses. And so we arrive at 

two variations depending on whether the emphasis is laid on poetry or musicality in their works. 

When the emphasis is greater towards poetry and lesser on musicality, there is less ornamentation in 

singing that is easier for a musician who is wandering from place to place, thereby making the 

composition more of a r®cit / recitation. But when the emphasis is more on musicality and lesser 

towards poetry, it is mostly performed while being stationary at a place with more dynamics in 

singing. This makes a verse more of a song and less of a r®cit. Nevertheless, the focus on poetics and 

lyricism prevails in both ways.  
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3. Primary Thesis: Sublime and Oneness with Nature 

It becomes important to understand how the musicality and poetry of the two artists produce a 

shared eternality of human emotions being narrated by them, whether the first person is of the female 

or the male voice. This can be done by at first preparing a list of shared themes which are explored in 

their verses and compositions. These are: 

1.) Gurbet (that means migration as well as the entailing absence or homesickness in Turkish, 

and receives an added meaning of misery, poverty and oppression in Persian / Urdu)  

2.) Melancholy in love: through the death of a beloved, or in distance, separation and longing 

3.) General existential melancholy that hovers and is inexplicable 

4.) Description of local customs 

5.) Description of physical features of a beloved 

6.) Local modes of expressing romantic love 

7.) The idea of freedom from the world outside or from oneôs own mind 

8.) To become nature, to be submerged in nature or to have a conversation with an element of 

nature: like being swept by a river, becoming one with the earth, dying and defin / dafn (a common 

word for burial in Turkish, Persian, Urdu and Punjabi), as well as communicating an acceptance of 

oneôs fate to the listener  

It is this last theme that is of utmost important for this paper. If we consider soundscape to be a 

direct conversation between human being and nature, it helps to understand how human evokes nature 

by making sound and nature evokes human through the wisdom she has to offer in her own sounds. 

It is this feeling of oneness with nature and powerlessness that can be explained through the aesthetic 

judgement of sublime as explained by Immanuel Kant in The Critique of Judgment. It involves a 

process in which one is overcome with an inexplicable emotion be it melancholy or happiness, to be 

submerged literally and metaphorically in nature, and to accept oneôs helplessness and fate. 

In the same way, though the irresistibility of natureôs might makes us, considered 

as natural beings, recognize our physical impotence, it reveals in us at the same time an 

ability to judge ourselves independent of nature, and reveals in us a superiority over nature 

that is the basis of a self-preservation quite different from the one that can be assailed and 

endangered by nature outside us. (Kant, p. 121) 

However, there is also a simultaneous assertion of power by the very ability to have this thought 

of our own powerlessness in the hands of nature. How does this happen in the present context? When 

a wandering poet-musician is building a focus and contains everything experienced in the world 

outside by composing a song, this song also allows a composite framework to hold on to what this 

artist is feeling inside. It is as if the poet-musicianôs song carries along the landscape as he moves. 

Wherever he goes, whatever he sees and hears--is picked up and carried into the composite framework 

of this song. This allows the poet-musician to not get lost in the vastness of the natural landscape as 

well as the world of sounds, that is, the soundscape. Through his artistic genius, he can submerge and 

yet emerge in the tide of nature. The travelling artist creates a song that emerges as a limited whole, 

as a work of music, yet whose meaning and efficacy are not limited.  

4. The Fundamental Tone and the Middle Ground 

After briefing on sound imperialism imposed by mainland geographies and by intellectual 

discourse, we will have to know how the authority of nature and of fellow humans is overcome by 
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the two artists through the complex-simplicity of a song. I bring the term fundamental tone from 

Johann Gottfried Herderôs Aesthetics.45 It is what strikes the spirit of a listener with feelings and offers 

a musical sound its permanent characteristic amidst its ephemerality as a temporal phenomenon. This 

fundamental tone can be struck only when the musician offers a genuine expression from the core of 

her being, and the audience has a genuine experience such that music is able to evoke inexplicable 

emotions for both. It is not a matter of agreeable sensations or harmonic resonances, but an initial 

tone that is able to set the mood for an entire musical work. And this initial tone is set by the two 

figures by forming an amalgam of the landscape in their verses as wandering poet-musicians who 

narrate shared themes.  

It is the inexplicable stirring of emotions that is important even if later it can be described in words 

by our faculty of understanding. The fundamental tone is equivalent to an originary and immediate 

feeling that is simple yet powerful and hits the listener with the gist and essence of the whole song. 

So we could say that this is how every theme, every landscape when composed into the framework 

of a song carries an element of truthfulness in the works of Bulleh Shah and Maּפkalē Hasan, in order 

to reach their listeners as a direct representation of the uncontrollable force of nature and the 

universality of human condition. But how can we grasp the fundamental tone? How can we arrive at 

the truth and profundity that the two poets are trying to tell us through their verses? How do we realise 

the permanence of wisdom that each song carries? It is through the immaterial middle ground that 

removes all differences between the lover and the beloved that Andalusian Sufi philosopher Ibn 

óArabǭôs proposes in his text The Universal Tree and the Four Birds. His method is where the mortal 

being has to annihilate herself (fanǕô) to reach and unite with her real self, that is, God as the beloved. 

But I try to apply this annihilation of the ego in the interaction of the artistic genius with the vast 

nature for a realisation that in every common style of having a dialogue with an element of the 

landscape, in every mention of or a conversation with the beloved, in every a dialogue between the 

poet-musician and his listener, there is a possibility for the two artists to reach a humble middle 

ground with all others as a consolidation of their shared artistic genius. It is this annihilation of the 

ego of all subject positions involved, be it the artist or the listener, that allows them to come and meet 

on an immaterial middle ground.  

Through this method, I propose a humble experience of listening to the verses of the two figures 

irrespective of where and when we exist in this world. And my intention is to figure out the path 

through metaphysics and philosophical musicology. This is how the verses of Bulleh Shah and 

Maּפkalē Hasan express great strength and agency even while singing of fragility and helplessness at 

the hands of nature, of a beloved or a socio-economic condition. 
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OZIN K Y AND MAQAM 

(ON THE MATERIAL OF VOLGA -URAL AND CRIMEAN TATARS MUSICAL 

TRADITIONS)  

The report for the first time considers two phenomena ï ozēn kṳy in Volga-Ural Tatars musical 

tradition and maqam in Crimean Tatars musical tradition in their comparative aspect. Ozēn kṳy and 

maqam are vocal-instrumental/vocal genres, which typological and stylistic similarity classifies them 

as long songs ï ozēn kṳy/uzun hava. 

These genres are the result of mind reflected in two fundamental categories and musical 

phenomena kṳy (k¿y) and maqam (maqǕm), which cover vast musical area of Eurasia. Having an 

ancient origin related to different religious-philosophical systems of contrasting and geographically 

distant of each other regions, kṳy and maqam wonderfully unite in a single musical space of regional 

cultures of Turkic-Muslim World, representing in each of them its unique sounding. On the basis of 

these two key concepts and categories the report gives a view about musical civilization wholeness 

with a lot of musical-acoustic expressive forms, among which ozēn kṳy and maqam are. 

Unity of regional cultures of Eurasia, integral parts of which are Volga-Ural and Crimea, is 

due to worldview commonality. First of all, it is manifested on basic musical structure level ï 

universal, expressed in a common linguistic root k¿y (ʢºʢ-k¿ĵ-k¿y-kºy), in development principals 

of genres kṳy and maqam, and in a range of stylistic characteristics of phenomena ozēn kºy/uzun hava. 

Common basis of each of these designated regional traditions finds its own sound realization way, 

reflecting at more detail levels ï modal and intonational, metrical. The above can be the basis for in- 

depth comparative research in the further. 

Keywords: ozēn k y, maqam, k¿y, maqǕm, Volga-Ural Tatars, Crimean Tatars, comparative 

research 

 

The report for the first time considers two phenomena ï ozēn kṳy in Volga-Ural Tatars musical 

tradition and maqam in Crimean Tatars musical tradition in their comparative aspect. These musical 

phenomena represent the high tradition of Volga-Ural and Crimean Tatars, peoples who had close 
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kinship, political, economic and cultural relationship on the certain historical periods. The fixed name 

ñTatarsò for the peoples living in geographically remote areas ï the Volga-Ural and the Crimea, traces 

its history back to the era of the Ulus Jochi (Golden Horde) ï one of the most powerful states in 

Eurasia during the 13th-15th centuries. As a result of the disintegration of the Ulus Juchi, a number 

of independent khanates were formed: Astrakhan, Kazan, Crimean, Siberian etc., the successors of 

which are now called Astrakhan Tatars, Kazan Tatars, Crimean Tatars, Siberian Tatars etc. Despite 

the historical and cultural community, the heritage, in particular the musical, of each of the above-

mentioned peoples is unique and represents an independent branch of the Turkic, and more broadly, 

Eurasian sound space. The regional specificity of musical traditions of Tatars inhabiting different 

regions of the former khanates is conditioned, first of all, by the geographical location and complex 

historical and genetic processes that took place in the designated territories. This article outlines the 

phenomena of traditions of two regions that were as one of the important centers of Eurasia ð  the 

Volga-Urals and the Crimean Peninsula. 

Ozēn kṳy and maqam are vocal-instrumental/vocal genres, which typological and stylistic 

similarity classifies them as long songs ï ozēn kṳy/uzun hava. These genres are the result of mind 

reflected in two fundamental categories and musical phenomena kṳy (k¿y) and maqam (maqǕm), 

which cover vast musical area of Eurasia. Having an ancient origin related to different religious-

philosophical systems of contrasting and geographically distant of each other regions, kṳy and maqam 

wonderfully unite in a single musical space of regional cultures of Turkic-Muslim World, 

representing in each of them its unique sounding.  

The report emphasizes the terminological aspect and draws parallels with musical phenomena 

of other regions. On the basis of the identified musical interrelationships, an integral system of 

Eurasian sound space with a variety of musical and acoustic forms of expression, denoted by the 

categories of k¿y and maqǕm, is revealed. To begin with, it is necessary to dwell separately on each 

of these categories, which were fundamental in the culture of Eurasian civilization. 

K¿y as a multidimensional concept and phenomenon has spread over a vast territory of 

Eurasia. Due to the constant process of expansion and growth in geographical and musical aspects, 

k¿y appears as a branched system, including a great variety of musical and acoustic forms. It is known 

that the concept of k¿y is associated in the history of the Turkic-speaking peoples with the era of 

Tengrism, the origin of which dates back to the 6th-7th centuries BC. The multiplicity of meanings 

of the word k¿y grows from one common and, most likely, original meaning of ñskyò, considered in 

Tengrism Kºk Tengri ï the Heavenly God ï ñthe creator of existence, the source and cause of 

everythingò (Hakimov 2018). Tengriism became the basis that predetermined the entire structure of 

the nomadic Turks life: the state structure and the institution of governance in the khanates, the way 

of life, as well as the system of musical thinking (Basher, 2011; Hakimov, 2018). 

The earliest information related to the origin of the word kºk/ k¿g/ k¿y is contained in the 

Orkhon-Yenisei inscriptions of the 8th century: ñT¿rk budun atē k¿si yok bolmasēnò. According M. 

Ergin who worked with the Orkhon inscriptions, ñé the word k¿ is translated as glory, sound, tidings 

and messageò (Basher, 2011). Thus, this phrase can be translated as ñLet not disappear k¿ 

[glory/sound/tidings/message] of the name of the Turkic tribeò. Similar meanings are given by the 

famous musicolog-turkolog of Kazakhstan S.I. Utegalieva ï ñk¿ - sound, voiceò (Utegalieva, 

2013:72).  

The next key source is DǭwǕn LughǕt al-Turk by Mahmud Kashgari compiled in 11th century 

where the author besides vocabulary values of k¿y gives and its musical-terminological 

interpretations: ñkºĵ as a aruz metrics, song verse size; the rise and fall of sound during singingò 
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(Divan¿ Lֳgat-it T¿rk Terc¿mesi, 1941:523).  

More detailed information about k¿y as a musical phenomenon is presented in the treatises of 

Abd al-Qadir al-Maraghi (1353ð1435), highlighted in the works of one of its first researchers-

musicologists Suraya Agayeva. These works record an earlier form of pronunciation and reading of 

kºk/kºĵ: ñThe Shidirgu is used most by the musicians of Khatai. From this instrument one can extract 

[various] melodic groups and periods. But the Turkic Bakhshis play on it Ushshag, Nava, Busalik 

and the Turkic-Mongolian "kok". This is the name of a set of sounds based on one of the rhythmic 

cycles. There are 366 koks. Each of them has its own name. But of these 366 koks, nine are basic. 

And if every day one of the 366 koks is played before the throne of the gaan, then these nine are 

played dailyò (Agayeva, 1987: 193). 

Summarizing all the meanings of the word k¿y as a musical term given in the main sources of 

the Middle Ages ï Orkhon-Yenisei inscriptions (8th century), DǭwǕn LughǕt al-Turk by Mahmud 

Kashgari (11th century), treatises al-Maraghi (1353-1435), as well as in scientific research of the 

20th-21st centuries, in particular, by such musicologists as A. Fitrat, S.I. Utegalieva, G.R. Sayfullina, 

L.Sh. H¿seynova, Z. A. Imamutdinova etc., it is possible to derive a whole range of its musical 

categories: sound ï musical sound, voice, set of sounds, melody, tuning of an instrument, position ï 

position on the fretboard of an instrument, mode, aruz metrics, meter of a song verse, musical piece 

ï vocal or instrumental, musical genre, style, music.  

The concept of k¿y covers a vast territory, called the Great Steppe in the early periods, 

stretching from the borders of China to the Danube. Over time, this territory expanded and today the 

category of k¿y continues to exist in various forms in the following regions: Uyghur Autonomy of 

Xinjiang (China); Central Asia ð Kazakhstan, Kyrgyzstan, Turkmenistan, Uzbekistan; Siberia ð 

Altai, Tuva; Ural-Volga region ð Tatarstan, Bashkortostan; North Caucasus - Kabardino-Balkaria, 

Karachay-Cherkessia, Dagestan (Kumyks); South Caucasus - Azerbaijan; Iran; Iraq; Asia Minor ð 

Turkey. K¿y, as a fundamental category of the musical world of Turkic-speaking peoples, finds its 

own phonetic, genre, and, of course, musical-acoustic expression in the context of a specific regional 

tradition. 

For the Volga-Ural Tatarôs tradition kṳy/k¿y is the category denoting the whole spectrum of 

the musical system genres, including the religious layer (kitap uku kṳylϸre) containing the musical 

phenomena related with the Islam cult practice and Sufi tariqa traditions. However, in the Crimean 

Tatarôs culture k¿y passed the path of change as in the musical tradition of Turkey, Azerbaijan, Iraqi 

Turkmens, where k¿y is a part of word t¿rk¿ ï ñt¿rk k¿yiò denoting song genres (Eroglu, 2017:82) 

As it spread and developed, the k¿y evolved into new terms, which, in turn, were realized in 

new genres: yul, t¿rk¿, neva, hava, avaz, naĵme, sada, saut, ezgi, maqǕm, rah and other. The process 

of rapid expansion was largely due to the transition of a part of the Turks from Tengriism to Islam, 

in the process of which a new set of terms was perceived and comprehended, realized in new genres. 

In different regional musical traditions this process had its own ways and forms of expression. Each 

of them in a certain regional tradition gives rise to new offshoots, resulting in an integral musical 

system that is not limited to the Turkic world. In this context also implies the division of the musical 

genres according to the generally accepted classification into long and short melodies/song: ozēn 

kṳy/uzun hava - kēska k¿y/kērēk hava.       

Regarding the terms k¿y and hava, L.Sh. H¿seynova, who devoted a number of works to the 
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issues of musical terminology of the Turks, emphasizes the dominant role of the category ñk¿y in the 

culture of the Kipchak Turks, while in the culture of the Oghuz, among whom are Azerbaijanis and 

Turks, a similar term is havaò. Having Arabic origin, in the musical culture of Oghuz Turks hava is 

ñsynonymous with such concepts as music, melody, tune, and even designation of musical genre and 

styleò Besides, the researcher cites the musical phenomenon ñpost-wedding music called k¿y havasēò, 

which once existed in the tradition of Azerbaijan (H¿seynova, 2018: 190).  

The whole spectrum of genres in the traditions of the Turkic peoples is the result of the 

worldview in their understanding to kºk / k¿g as the basis, root, from which grows an integral musical 

system covering the Eurasian space. The word k¿ is the root, the universal in the system of thinking 

of Turkic peoples, from which kºk/ k¿k / k¿g / k¿y etc., as well as its dictionary meanings (sky, god, 

root, heavenly color/blue color, sound, message, writing/message, soul/spirit, glory, fame, fame, etc.), 

musical-terminological and musical-genre meanings are derived. 

Ozēn kṳy of the Volga-Ural Tatars is the unique phenomenon, which is the result of growing 

from a k¿y-sound-root that passed through the stages of development (sound structure-motif-melody) 

into a whole vocal-instrumental work. Representing a vocal and vocal-instrumental, sometimes 

instrumental genre, the ozēn kѱy has become one of the significant phenomena of Eurasian musical 

civilization. Analogies with phenomena of the East Turkic traditions are uzun ʢ¿y ï Bashkirs; uzun 

ʢ¿¿ ï Altaians; uzun jyr   ï Kazakhs; uzun ēr ï Tuvans. However, an attempt to draw parallels with 

the meaning that expands the scope of musical connections leads to other terminological designations 

and phenomena, in particular, hava, maqam, mugam etc.  

In the context of our article, another phenomenon appears unique is maqam in the musical 

tradition of the Crimean Tatars. 

Maqam is a fundamental category in the Eurasian space, with a completely different history 

of origin from k¿y. Originating in the territory of ancient Mesopotamia in the languages of the Semitic 

group (Aramaic, Hebrew, Arabic), ñ... the word maqǕm, or maqom (Hebrew ˫ˣ˵ˬ) has the meaning 

of ñplaceò or ñlocationò (Arabic аϝЧв) in the Torah and the Koran and is used as a vocabulary unit in 

Arabic treatises on music of the 9thï13th centuries in the sense of ñplace [of string excitation]ò, 

ñlocation [of finger]ò on the neck of a string instrument. The terminological meaning of a euphonious 

scale was apparently obtained at the very beginning of the 14th century...ò (Shamilli, 2018: 150-151). 

In addition, researchers, including, in particular, the famous researcher G.B. Shamilli, who devoted a 

number of scientific works to the phenomenon of maqǕm, reveal a whole spectrum of meanings of 

this term: sound structure, scale basis, mode, structure of musical language, musical genre, genre of 

written literature, style, condensed metaphor, meaning-emotion, etc. (Shamilli, 2007: 15, 19, 34, 42ð

47; 2018: 154).   

In the process of expansion in geographical and musical relations, maqǕm easily penetrates 

and adapts in the cultures of peoples of completely different language groups and confessions. In our 

case - in the musical world of the Turks. Quite a natural perception of the term maqam by the Turks 

contributed to the birth of new regional musical phenomena, including maqam in the Crimean Tatar 

tradition. 

Before turning to the issue of maqam, it should be noted that Crimean Tatar musical culture 

is a multifaceted organism. Among the main factors that determined the specificity of the Crimean 

Tatar tradition were the geographical location of the Crimean Peninsula and the complexity of 

historical and genetic processes that took place both on the territory of Crimea. Crimean Tatars as a 

national formation consists of three ethnic groups, each of which inhabits certain areas of the 

peninsula. Each group has own specific peculiarities that reflected in the musical heritage ï genres, 
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sound-pitch, modal, metrical principles: 

Noĵaylar ï Crimean Tatars inhabiting the steppe regions of Crimea, the language is part of 

the Kipchak-Nogai subgroup of the Kipchak group: yir/ jyr, chin, beyit/ noĵay beyitleri. 

Yaylyboylular ï southern coastal Crimean Tatars living in the coastal areas of Crimea, whose 

language belongs to the Oghuz group of Turkic languages: t¿rk¿, mane, maqam. 

Tatlar ï Crimean Tatars inhabiting the mountainous regions of the Crimean Peninsula, whose 

language is included in the Kipchak-Polovets subgroup of the Kipchak group. Due to insufficient 

research of Crimean Tatlar, scientists often writes about similarity of the musical heritage with 

heritage of Yaylyboylular.     

Maqam is related to the tradition of Yaylyboylu (South Coast Crimean Tatars). Maqam as the 

term continues to exist today in the culture of the Crimean Tatars in the following meanings: melody, 

tune; modal system; vocal and instrumental genre. 

1. Maqam is melody of a certain tune or song, tune, as evidenced by samples from collections 

of the Crimean Tatar musical and poetic heritage and articles by their authors (Aliev, 2001: 10), as 

well as information recorded by the author of this article during expeditions to Crimea from 2003 to 

2013 (Tuymova, 2011: 127ð128). This meaning of maqam turned out to be one of the most 

widespread in the Turkic-Muslim world: mϸqam in the tradition of the Volga-Ural Tatars is a tune, 

melody, today associated with the tradition of reading the Qurôan of the Volga-Ural Tatars 

(Sayfullina, 1999:264); mϸqam in the culture of the Bashkirs is a tune, melody, also today used in 

one of its meanings in the tradition of reading the Qurôan (Imamutdinova, 2011: 162); maqam in the 

tradition of the Kazakhs is a tune used in the process of performing the epic jyrchy (epic performers), 

and also has the meanings of melody, music (Utegalieva, 2013: 64); mukam in the heritage of the 

Turkmens is melody, music (Utegalieva, 2013: 64). 

2. Maqam is modal system. This interpretation of the term maqam is associated with a whole 

layer of Crimean Tatar musical art of the Middle Ages, which reached its peak during the Crimean 

Khanate (1441ð1783). The Khan's residences of the ruling Giray dynasty were the centers where all 

types of classical art of the Crimean Tatars, in particular, music, were developed. The period of being 

part of the Ottoman Empire (15thð18th centuries) was significant in the history of the Crimean 

Khanate, which turned out to be the culmination of the development of Crimean Tatar culture and art 

in general. This is evidenced today by the legacy created by a whole galaxy of poets, musicians, 

bestekyar both from the Khan's Giray dynasty and its entourage. The most famous works today are 

those of the outstanding Crimean Tatar khan, commander, poet, bestekyar Gazi Giray Khan II 

(1554ð1607), nicknamed Bora, and also Tatar. The works (approximately 70) that have survived 

and are performed to this day in Turkey in such genres as peĸrev, saz semaisi in various maqam-

modes, constituted the golden fund of not only classical Crimean Tatar, but also (maqam) music of 

the Ottoman Empire as a whole.  

3. Maqam is a vocal-instrumental genre that includes a whole complex of musical and poetic 

samples performed by a khanende solo and an instrumental ensemble ï sazende. This interpretation 

of the term places the Crimean Tatar genre of maqam in the system of maqǕm art, which united the 

musical art of the Islamic world: Uighur 12 MuqǕms, Uzbek-Tajik Shashmaqom, Turkmen MuqǕm, 

Azerbaijani MuǣǕm-DastgǕh, Iranian DastgǕh, Eastern Arabic Taqsǭm, Iraq ï MaqǕm IrǕqi, Western 

Arabic Nawbat, Turkish Fasl and others. 
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The general structure of maqam in the Crimean Tatar's tradition is the alternation of a broad 

vocal melody of the soloist and often a contrasting introduction of the instrumental ensemble, and 

baĵlama ï instrumental interlude between the verses of the vocalist. The stylistic characteristics of 

the maqam genre, the main among which are broad syllabic chants in the vocalist's melody in free 

metrical rhythm - usuls¿z, places it in the class of uzun hava with its extended spectrum of regional 

genre phenomena. 

Analogies can be made with the Crimean Tatarôs maqam from other regional traditions, in 

particular, Iraq ï  the Kirkuk region inhabited by Turkmen. In the tradition of Iraqi Turkmens maqǕm 

as well as in the Crimean Tatar tradition is presented as a vocal-instrumental genre. This genre in the 

Iraqi-Turkmen tradition is interpreted as one of the types of uzun hava, but with a whole complex of 

specifics (Bayraktar: https://www.biz-turkmeniz.com/muzik-icin-yasayanlar-sin-soz).  

L.Sh. H¿seynova emphasizes in her works that ñthe fact that the concept of mugam is given 

in the same row with uzun hava undoubtedly indicates that there is stylistic connection between these 

two concepts, that determines their understood in the same contextò (H¿seynova, 2018: 191).   

In turn, the Turkmens of Iraq cite the ghazal as a genre in Turkey that is close to the maqǕm 

genre (Bayraktar: https://www.biz-turkmeniz.com/muzik-icin-yasayanlar-sin-soz).  

The mugam of the Azerbaijani tradition as part of a large-scale multi-part composition 

MuĵǕm-DastgǕh can also be mentioned in this connection: ñOne-part vocal-instrumental works of 

improvised character with free metro rhythm, called mugams, act as the basic components of 

Dastgahs ï multi-part cyclic vocal-instrumental compositionsò (Chelebiev, 2009: 44). 

Thus, it is possible to continue the chain of genre analogies from other regional traditions that 

form an integral musical system of Eurasia. In this process, one of the most effective methods, 

allowing not only to identify genre and stylistic connections, but also to determine the historical and 

genetic roots of musical phenomena, seems to be the method of recontextualization, firstly introduced 

in the practical analyses and successfully used by G.B. Shamilli. Aa a result of this method, G.B. 

Shamilli was able to recognize Mesopotamian lament, in particular, in the Azerbaijani mugams: ñthe 

modern classical genres of Azerbaijani mugham have also preserved the musical-poetic forms of 

ancient laments in its vocal-instrumental imitation of the principles of responsorial singingò (Shamilli, 

2024:7).  

The comparison of the ozēn kºy of the Volga-Ural Tatars and the maqam of the Crimean Tatars 

allows us to identify a common historical and genetic root, the origins of which can be seen in the 

philosophy of k¿y. The category of k¿y as a system of thinking turned out to be the key to the 

perception of such terms as hava and maqam by the Turks. The relationship of these categories is 

emphasized by researcher L.Sh. H¿seynova: ñIn the music of the Turkic peoples, the terms k¿y-hava-

maqam-mugam (muqam) manifest themselves as synonyms ...ò (H¿seynova, 2018: 191). Particularly 

important for us is the interpretation of maqam as uzun hava in the Iraqi-Turkmen musical tradition 

(Bayraktar: https://www.biz-turkmeniz.com/muzik-icin-yasayanlar-sin-soz).  

All above mentioned scientific hypothesis, research opinions and methods allows us to place 

ozēn kºy and maqam in one row. An examination of the phenomena of ozēn kºy of the Volga-Ural and 

maqam of the Crimean Tatars makes it possible to see the common basic musical structure ï 

universal, expressed in a common linguistic root k¿y (ʢºʢ-k¿ĵ-k¿y-kºy) and in development 

principals of genres kṳy and maqam. This also manifests itself at the structural level of musical 

patterns, the analysis of which constitutes the next stage of this work. The above can be the basis for 

in-depth comparative research in the further. 

 

https://www.biz-turkmeniz.com/muzik-icin-yasayanlar-sin-soz
https://www.biz-turkmeniz.com/muzik-icin-yasayanlar-sin-soz
https://www.biz-turkmeniz.com/muzik-icin-yasayanlar-sin-soz
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LEGACY, PRESERVATION AND CHANGE OF MUSIC AND DANCE TRADITIONS  

My presentation deals with the current state of Afro-Arab, -Persian, -Indian and -Turkish 

music and ritual movement traditions around the Indian Ocean and how to preserve these in the light 

of globalization and the marginalized positions the communities of African origin traditionally have 

in the regions around the Indian Ocean. 

In the Turkic world the Ottoman empire of course had intensive contacts with the African and 

Afro-Arab world. Nowadays Izmir has a palpable Afro-Turkish community. Persia always had 

immigration from Africa via the history of slavery, or to a much lesser degree by voluntary travel. All 

along the South Coast and on the island of Qeshm there are Afro-Iranian communities. Each of these 

communities have their own cultures, musically and spiritually. How to preserve something of the 

culture of such communities, which are often risking complete disappearance, as the communities 

often are marginalized and as modernization takes over. Conservation may lead to become dry 

museological stuff. 

There is a proactive alternative, like how Morocco deals with Gnaoua, a culture that in 
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comparable way derived from traditions from South of the Sahara that migrated through slavery, trade 

and mercenaries. There is the famous Gnaoua Festival of Essaouira. The artistic staff through the 

years had put Gnaoua culture on the map by putting the traditional masters enthusiastically on 

pedestals and organizing cooperations with renowned musicians from elsewhere, from the US (Will 

Calhoun for instance), via Austria (Joe Zawinul) to sub-Saharan African nations. 

All this even though also in Morocco the relation to the history of slavery remains a taboo. 

Moreover, the respective minorities find more self-respect and their musicians find ways to improve 

their life standards. 

The festival of Essaouira could be a role model for preservation with an eye for an evolution 

into the future. 

Keywords: legacy, preservation, Gnaoua Festival of Essaouira 
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INTEGRATIVE MUSIC THERAPY IN THE TREATMENT OF CHILDREN WITH 

CEREBRAL PALSY  

 

The most ancient sources testify to the healing power of music. Thus Pythagoras, Aristotle, 

and Plato believed that music restores harmony in the human body that has been disrupted by disease. 
 

Avicenna, an outstanding doctor of all times and peoples, treated patients with nervous and mental 

diseases with music a thousand years ago. 

Since the 19th century, music therapy has been spreading in Europe. Nowadays, doctors 

are increasingly turning to a "pleasant" medicine through the subconscious, activating the inner 

forces of a person in the fight against the disease. Music is an important means of preventing and 

correcting a number of disorders. The use of music for therapeutic and correctional purposes has 

become a separate field in medicine, psychology and special pedagogy, and has been called "music 

therapy". Music therapy has three types: receptive (passive), active, and integrative. 

Keywords: Music therapy, rehabilitation of cerebral palsy, integrative therapy 
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DIAGNOSTIC POSSIBILITIES OF MUSIC  

Plato wrote about the music of the heavenly spheres in his works. Cicero associated the seven 

main planets of the solar system with the seven notes of the musical octave. Aristotle believed that 

music has an impact on the aesthetic side of the soul. In ancient China, music was equated with 

mathematics and associated with astronomy. 

In the 13th century, Azerbaijani scientist Safiaddin Urmawi created treatises on the beneficial 

influence of music on human health. 

At the turn of the 20th and 21st centuries, the famous Japanese scientist Masaru Emoto 

demonstrated using microphotography how water forms harmonic forms during freezing after 

exposure to sounds. 

We examined patients using mugam diagnostics developed by Doctor of Medical Sciences, 

Professor of the Azerbaijan Medical University Rafiq Faig oglu Tahmazov. 

The patients were given to listen to the sounds of the mugams: Bayati-Shiraz, Bayati-Qajar, 

Bayati-Turk, Ushag, Chahargah. Then the information was read, and the result was recorded 

depending on the patient's perception of this or that mugam. The results of the study coincided with 

the diagnosis of modern medicine. 

In our research, we also used sound influences, where health restoration took place in 

conjunction with individually selected physical exercises. 

Sound effects were used on certain biologically active points (BAT). Positive results were 

recorded. 

The patient was diagnosed with a radiographically diagnosed rupture of the capsule of the 

shoulder joint. She was offered an operation for endoprosthesis. The patient refused this and turned 

to us. For three months, morning and evening, sound effects were applied to the damaged area. Upon 

completion of the sound effects, the need for surgery disappeared. 

Keywords: Diagnostics, U-sin, BAT 
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THE CORRECTIVE THERAPEUTIC EFFECT OF MUSIC ON THE 

PSYCHOPHYSIOLOGICAL AND VEGETATIVE INDICATORS IN HEALTHY AND  

NEUROTIC DISORDERS OF YOUNG PEOPLE 

 

Purpose: The corrective therapeutic effect of music on the psychophysiological and 

vegetative indicators in healthy and neurotic disorders from 15 to18 age of young people 

Relevance: In order to study the age and individual typological characteristics of the influence 

of nationalmusic (NM) on the neurophysiological, psychophysiological and autonomic functions of 

healthy and borderline neurotic young people aged 15-18 years, the dynamics of EEG 

(electroencephalogram) indicators, parameters of vegetative and psychological status were analyzed. 

A retrospective analysis of the nature of the preferred pieces of music was also carried out in order 

to investigate the cause of various psychophysiological reactions of the examined young people to 

the NM procedures. The overwhelming majority of those in the group of young people (15-16 years 

old) preferred to listen to melodic but tempo musical compositions, it also had some synchronizing 

effect on the limbic-reticular structure of the brain and was manifested in an increase in alpha-

rhythm strength, a decrease in the amplitude of quick waves and some sedative effects in healthy 

individuals ï a decrease in the level of situational anxiety, experiencing positive emotions, 

normalization of the vegetative sphere. Young people 17-18 years old preferred more impetuous 

melodies with a clear tempo rhythm, sounding with moderate strength and this was also reflected in 

the increase in amplitude and indexes of EEG fast-wave rhythms. However, in this case, positive 

changes in the vegetative sphere, a decrease in hemodynamic indicators, as well as the degree of 

situational anxiety were observed. 

Novelty: In subgroups of 15-16 years of age of young people with neurotic disorders, their 

preference is melodic during primary emotional-vegetative wakefulness it led only to a slight increase 

in alpha-rhythm, (on frontal lobe) a slight normalization of vegetative indicators. Some of the young 

people aged 17-18, with neurotic disorders, chose fast pieces of music that corresponded to melodic, 

lyrical melodies. 

Keywords: National Music, electroencephalogram, vegetative and psychological status, 

neurotic disorders, limbic-reticular structure 
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The impact of music and other sound information on the human body is of extremely 

important significance. It is known that specially selected music can influence mood, trigger or 

suppress aggression, and optimize various vegetative functions and hormonal status [2, 4, 3]. 

Numerous studies have shown that the activation of acoustic sensory inputs to the brain (in 

the form of music therapy procedures) is an effective non-pharmacological rehabilitation technology 

and can be used in the comprehensive treatment of patients with depression, stress-related emotional 

disorders, and to enhance mental performance. [7,9,13]. Special musical compositions have been 

proposed, such as the Medical Resonance Therapeutic Music (MRTM) by P. Hubner [6], the 

effectiveness of which has been demonstrated in a number of clinical studies for neurotic disorders 

in adolescents [1, 14, 5, 10, 11]. 

    The effectiveness of music therapy procedures depends on the content of the musical 

composition, its genre, tempo-rhythm, variability of the acoustic flow energy, as well as, on the other 

hand, on the age, personality, and individual-typological characteristics of the person [12, 13]. At the 

same time, despite the widespread use of music therapy, the physiological mechanisms of its 

perception (at both the conscious and subconscious levels) and the specific neuro- and 

psychophysiological mechanisms through which music influences a person's functional state remain 

largely unclear. These questions have only received fragmented coverage. Among the available 

literature, we did not encounter scientific studies concerning the impact of organized or recreational 

music use on the psycho-emotional sphere of healthy adolescents and young individuals with 

borderline disorders, yet it is precisely at this age that music occupies one of the most important places 

in a person's emotional life. Based on the above, the goal of our work is to investigate the age-related 

features of the dynamics of psychophysiological correlates of medical resonance therapeutic music 

(MRTM) procedures in practically healthy young men aged 15-18 and young men of the same age 

group with borderline disorders. 

Materials and Methods of the Study 

Based on clinical symptoms, the identified borderline disorders in young men were classified 

according to ICD codes 41.1 ï "generalized anxiety disorder" and 43.2 ï adjustment disorders. 

Dynamic studies were conducted on 48 practically healthy young men and 48 young men with 

neurotic disorders, who were divided into 4 age groups: 15, 16, 17, and 18 years old, with 24 subjects 

in each age group. The subjects underwent studies of subjective, electrophysiological, 

psychophysiological, and autonomic indicators during single presentations of emotionally pleasant 

fragments of "medical resonance therapeutic music (MRTM)" [13], specifically the piece Sonnen 

Simphonie ("Hymns of the Sun, No. 1 - 'Relaxation-B'"). Initially, the young men were seated in a 

chair in a dimly lit room, where they were asked to rate 5 musical fragments, each lasting 1.5-2 

minutes, on a 7-point scale. Based on the ratings, the most emotionally pleasant (high-rated) and least 

emotionally pleasant (low-rated) music fragments were determined. The MRTM procedure lasted 20 

minutes, and the stereophonic sound of the music was provided from licensed compact discs through 

computer speakers. Before and after the musical interventions, the young men underwent 

electroencephalogram (EEG) recordings, completed computer-based versions of the "well-being-

activity-mood" (WAM) tests, and the Ch. Spielberger test to determine levels of trait (LT) and state 

anxiety (SA) [ 11] . Additionally, systolic (SBP) and diastolic (DBP) blood pressure, heart rate (HR), 

and the calculation of the Kerd's vegetative index (VI) were measured. The EEG was recorded using 

an 8-channel electroencephalograph from the company "Neurosoft" (Ivanovo) in a relaxed state 

("eyes closed") with monopolar placement at 6 points on the head: F3, F4, C3, C4, O3, O4, according 

to the international 10-20 electrode placement system. The time constant for EEG recording was 0.3 
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seconds with a 30 Hz filter, and the calibration signal was 50 ÕV. Indifferent electrodes were placed 

on the earlobes. The recording duration was 180 seconds. EEG data were processed using the 

"Brainsys" automated processing package (2001). Spectral power (ÕVĮ), both total and within specific 

frequency bands,  was calculated based on Fourier transformation. The analysis epoch was 8 seconds. 

Additionally, for each EEG registration area, the proportion (in %) of spectral power in the Ŭ-range 

(7-13 Hz) and the total Ŭ-rhythm power (across all analysis epochs) was calculated, and the statistical 

significance of their dynamics was assessed individually. Statistical data processing was performed 

using the "Statistica for Windows" 6.0 software. Considering the small size of the comparison groups, 

the non-parametric Mann-Whitney U-test was used to assess the significance of differences for paired 

and unpaired samples. 

        Results and Discussion 

It was found that in all the identified age groups, the young men in the clinical subgroups with 

neurotic disorders showed significant differences in psychophysiological and psychological 

indicators compared to their practically healthy peers (Table 1). Thus, in these individuals (with the 

exception of the subgroup of 15-year-olds), a relative depression of the alpha rhythm was observed, 

predominantly in the anterior leads, along with lower self-assessment scores for general well-being 

and mood, and higher scores for situational anxiety (in the 18-year-old subgroups). At the same time, 

no significant differences were found between the vegetative parameters of the groups of healthy 

young men and those with anxiety disorders. The presentation of an individually selected music 

fragment led to a complex of psychophysiological changes that were fundamentally similar across all 

age groups, both in the practically healthy young men and in the subgroups of young men with 

neurotic disorders.  These changes included an increase in the spectral power of the alpha rhythm 

across all recorded leads, predominantly in the frontal and central regions (except in the subgroups of 

17- and 18-year-old young men), a decrease in the level of situational anxiety (SA), an increase in 

self-assessment scores, activity levels, a slight decrease in baseline blood pressure (BP), and a 

statistically significant decrease in diastolic blood pressure (DBP), along with the optimization of the 

values of vegetative index coefficients (VIC) within the range of normotonia. Such changes overall 

indicate the effectiveness of music therapy (MT) for correcting the psychological and emotional state 

of young men aged 15-18. By comparing the complex of EEG changes, vegetative characteristics, 

and mental status indicators, it can be assumed that music therapy (MT), by influencing integrative 

brain processes and the emotional state of the subjects, helps to alleviate the dysfunction of 

nonspecific regulatory systems identified in neurotic disorders in adolescents. The obtained results 

are supported by the study [12], which shows a reduction in sympathetic influences, predominant in 

adolescents with neurotic disorders before the exposure to functional music, and a trend towards 

balance between the sympathetic and parasympathetic systems at the periphery. These findings reflect 

the interaction between the ergotropic and trophotropic systems in the suprasegmental regions of the 

autonomic nervous system [4]. At the same time, in different age groups, the nature of the shifts in 

psychophysiological indicators during the dynamics of music therapy procedures differed and was 

likely dependent both on the characteristics of the music fragment preferred for reproduction and on 

the individual traits of the subjects (Table 1a). 

Thus, in the dynamics of musical exposure in the group of 15-year-old healthy young men, a 

significant increase in the spectral power of the alpha rhythm was observed, from 314.8Ñ55.9 to 
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406.7Ñ73.1 (p<0.05), along with a decrease in situational anxiety from 41.5Ñ3.4 to 37.5Ñ2.3 (p<0.05), 

with minimal shifts in psychological indicators. In the subgroup of young men with neurotic 

disorders, the increase in the spectral power of the alpha rhythm was significant, from 254.9Ñ31.5 to 

310.3Ñ44.5 (p<0.05), while a decrease in diastolic blood pressure (DBP) was observed, from 84.2Ñ2.2 

to 79.0Ñ2.2 (p<0.05). Situational anxiety scores decreased from 39.8Ñ2.1 to 36.7Ñ2.1 (p<0.05), and 

heart rate (HR) decreased from 71.0Ñ1.6 to 69.2Ñ1.7 (p<0.01), accompanied by a significant 

reduction in heart rate (HR) and blood pressure (BP).  

In 16-year-old practically healthy young men, the music therapy procedure only led to a trend 

towards an increase in the spectral power of the alpha rhythm (45.6%), while the vegetative 

parameters changed in opposite directions and were not statistically significant. In young men with 

neurotic disorders, after functional music exposure, a decrease in diastolic blood pressure (DBP) was 

observed, from 85.0Ñ2.8 to 80.0Ñ3.2 (p<0.05), a decrease in activity from 5.5Ñ0.2 to 4.8Ñ0.2 

(p<0.05), and a change in the vegetative index coefficient (VIC) from 22.3Ñ3.2 to -11.6Ñ3.3 (p<0.05). 

Additionally, changes in the alpha rhythm were noted in the frontal and central leads, as well as 

normalization of the values.  

In the subgroup of 17-year-old healthy young men, no significant changes were observed in 

the EEG characteristics after functional music exposure.  However, a decrease in diastolic blood 

pressure (DBP) was noted, from 78.8Ñ1.9 to 74.5Ñ2.0 (p<0.05),  normalization of vegetative index 

coefficient (VIC) from -11.4Ñ3.7 to 9.1Ñ4.2 (p<0.001), as well as a deterioration in subjectively 

assessed well-being, from 5.2Ñ0.2 to 4.9Ñ0.2 (p<0.05), and a decrease in situational anxiety (SA) 

from 41.3Ñ3.2  to 39.1Ñ2.9 (p<0.01). In individuals with neurotic disorders of this age, no significant 

changes were observed in EEG values or vegetative parameters after music therapy, although there 

was a slight decrease in systolic blood pressure (SBP) from 120.8Ñ4.4 to 113.4Ñ2.8  (p<0.05), 

diastolic blood pressure (DBP) from 80.0Ñ2.3 to 73.7Ñ2.2, and in self-assessed well-being from 

5.3Ñ0.2 to 4.7Ñ0.1 (p<0.05). When presenting the most emotionally pleasant music to 18-year-old 

practically healthy young men, the values of spectral power in the alpha range did not change 

significantly. However, a significant decrease in heart rate (HR) was observed, from 69.4Ñ1.8 to 

67.3Ñ2.1 (p<0.05), as well as a statistically significant decrease in situational anxiety (SA), from 

38.9Ñ2.3 to 33.9Ñ2.3 (p<0.01). When 18-year-old young men with neurotic disorders underwent the 

music therapy procedure, an increase in the spectral power of the alpha rhythm was observed across 

all recorded leads. At the same time, a decrease in diastolic blood pressure (DBP) was noted, from 

80.8Ñ2.5 to 75.0Ñ3.0 (p<0.05), but significant changes were also observed in the average scores for 

self-assessed mood and well-being. 

To analyze the reasons for the different psychophysiological reactions of the subjects to the 

music therapy procedures, a retrospective analysis of the types of preferred music fragments was 

conducted. It was found that young men in the younger age groups (15-16 years old) predominantly 

preferred to listen to melodic, yet rhythmic musical compositions (75% of healthy individuals and 

88.1% of young men with neurotic deviations). This had a synchronizing effect on the limbic-reticular 

structures of the brain, manifested by an increase in alpha rhythm power, a decrease in the amplitude 

of fast oscillations, and a mild sedative effect in healthy individualsðsuch as a reduction in situational 

anxiety, the experience of positive emotions, and normalization of the vegetative sphere. However, 

in young men with neurotic disorders, when there was initial emotional-vegetative arousal, listening 

to such compositions led to only a minimal increase in alpha activity and some normalization of 

vegetative parameters, while subjective emotional tension and anxiety remained, and even increased. 

Young men in the older age groups (17-18 years old) preferred melodies that were more energetic, 

with a clear tempo-rhythm and moderate volume, which, evidently, were accompanied by tonic 

effects. This was reflected in an ambiguous dynamics of alpha rhythm, with an increase in the 
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amplitudes and indices of fast EEG oscillations. However, positive shifts were observed in the 

vegetative sphere, including a decrease in hemodynamic indicators, as well as a reduction in levels 

of situational anxiety (normalization of the emotional background). Some of the 17-18-year-old 

young men with neurotic disorders chose rhythmic music fragments combined with melodic, lyrical 

melodies. It is possible that this particular type of music most closely matched their initial negative 

emotional background, characterized by a high level of anxiety. This led, after music therapy 

procedures, to opposing shifts in EEG values, some optimization of vegetative status, while the level 

of situational anxiety was maintained or even increased. This reflects the persistence and circulation 

of excitations in the cortico-thalamic and cortico-limbic neural circuits (possibly influenced by the 

emotions associated with the content of the musical fragments themselves). 

 

Conclusion 

Thus, the conducted study, dedicated to examining the age-related features of the dynamics 

of psychophysiological and vegetative correlates of medical resonance therapeutic music  (MRTM) 

procedures in practically healthy young men aged 15-18 and in young men of the same age group 

with neurotic disorders, made it possible to establish the following:  MRTM procedures, tailored to 

individual preferences in musical fragments, have pronounced anti-stress effects, manifesting both in 

the optimization of emotional state and in the normalization of vegetative regulation of cardiovascular 

functions. It  can be assumed that the complex influence of the frequency characteristics of the 

musical sequence and the emotional perception of music have a synchronizing effect on the limbic-

reticular structures, leading to the activation of the alpha rhythm spectrum primarily in the frontal 

areas of the brain, reducing the activity of suprasegmental  ergotropic sympathetic influences in the 

regulation of visceral functions, and normalizing the emotional background of the examined young 

men aged 15-18. At the same time, the pronounced polymorphism of subjective, vegetative, and EEG 

reactions of the subjects to identical music exposures indicates the ambiguity of the emotional 

response of young men from different age groups to their presentation. This depends on the initial, 

previously formed dynamic stereotypes in the subjects and is particularly evident in the subgroups of 

young men with borderline neurotic disorders. On the other hand, the effects of MRTM are largely 

determined by the individual preferences of the subjects in choosing musical fragments. In the groups 

of 17-18-year-old young men, the preference was for more energetic melodies with a clear tempo-

rhythm, which was evidently accompanied by tonic effects, manifested in an increase in the 

amplitudes and indices of fast EEG oscillations, normalization of hemodynamic indicators, and the 

elimination of situational anxiety.  

Meanwhile, 15-16-year-old young men preferred to listen to melodic, yet rhythmic musical 

compositions, which led to sedative effects, the experience of positive emotions, and the 

normalization of vegetative disorders (more pronounced in healthy individuals, but with the 

persistence of high levels of situational anxiety in young men with neurotic disorders). It can also be 

assumed that the influence of different MRTM fragments depends not only on their frequency and 

rhythmic characteristics but also on the individual traits of the subjects (such as the type of nervous 

system, personality accentuations, health status, age, etc.), which opens up prospects for further 

research. 

Table 1. Vegetative indicators of healthy young men and young men with neurotic disorders 

aged 15-18 years and during FM exposure. 
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Spectral power HR SBP 

DBP 

 

PBP 

 

before after before after before  after before after before after 

15 

age 

H 314,8Ñ55,9 406,7Ñ73,1 68,7Ñ2,2 69,0Ñ3,1 120,4Ñ3,3 117,9Ñ3,4 82,9Ñ1,9 78,6Ñ2,6 37,9Ñ1,9 39,2Ñ1,2 

ʈ  <0,05         

N 254,9Ñ31,5 310,3Ñ44,5 71,0Ñ1,6 69,2Ñ1,7 121,6Ñ3,7 119,2Ñ3,2 84,2Ñ2,2 79,0Ñ2,2 39,8Ñ2,6 41,3Ñ1,5 

ʈ1  <0,05  <0,01    <0,05   

16 

age 

H 325,8Ñ61,2 359,6Ñ63,7 67,1Ñ1,3 67,9Ñ1,3 116,7Ñ4,0 114,6Ñ3,6 80,4Ñ3,5 78,3Ñ2,9 35,4Ñ1,7 37,0Ñ1,4 

ʈ           

N 286,3Ñ73,4 321,4Ñ52,9 67,3Ñ1,3 72,0Ñ2,2 117,9Ñ3,8 117,1Ñ3,6 85,0Ñ2,8 80,0Ñ3,2 39,3Ñ4,4 37,0Ñ1,6 

ʈ1        <0,05   

17 

age 

Z 
372,2Ñ 

69,3       

362,3  

Ñ52,4 
70,3Ñ2,1  68,3 Ñ1,6 116,7Ñ4,3          112,9Ñ3,5  78,8Ñ1,9 

74,5  

Ñ2,0 
37,3Ñ2,7 38,3Ñ1,8 

ʈ        <0,05   

N 267,2Ñ46,1 311,8Ñ45,9 71,5Ñ2,5 70,8Ñ1,9 120,8Ñ4,4 113,4Ñ2,8 80,0Ñ2,3 73,7Ñ2,2 40,4Ñ2,3 38,4Ñ1,3 

ʈ1      <0,05  <0,01.       

18 

age 

Z 309,0Ñ46,2 320,0Ñ49,5 69,4Ñ1,8 67,3Ñ2,1 113,0Ñ3,7 110,4Ñ4,1 79,6Ñ2,4 78,3Ñ3,3 33,3Ñ2,9 38,8Ñ2,7 

ʈ    <0,05.           

N 248,6Ñ69,1 275,1Ñ58,4 68,1Ñ1,5 66,8Ñ1,8 114,6Ñ3,2 111,4Ñ3,7 80,8Ñ2,5 75,0Ñ3,0 35,0Ñ2,6 35,4Ñ1,8 

ʈ1        <0,05   

 

Note: Spectral power (ɛVĮ), HR - heart rate, SBP - systolic blood pressure, DBP - diastolic 

blood pressure, PBP ï pulse blood pressure, 1 - values before MRTM, 2 - after the procedure, p - 

significance of differences in the healthy group before and after MRTM, p1 - in subgroups with 

neurotic disorders. 

Table 1a. Values of psychophysiological indicators in healthy young men and young men with 

neurotic disorders during the dynamics of MRTM procedures (MÑm) 

 

 
Well-being Activity    Mood VIC  SA PA 

before after before after before after before after before after before after 

15 

age 

ɿ 4,8Ñ0,2 4,6Ñ0,2 4,7Ñ0,3 3,6Ñ0,8 4,4Ñ0,4 4,7Ñ0,4 16,5Ñ8,1 16,6Ñ7,9 41,5Ñ3,4 37,5Ñ2,3 41,2Ñ2,5 38,7Ñ2,5 

ʈ          <0,05   

N 4,8Ñ0,2 4,9Ñ0,3 4,9Ñ0,3 
5,0Ñ0,3 

5,3Ñ0,2 5,3Ñ0,3 
-

13,7Ñ2,3 
-9,7Ñ3,5 39,8Ñ2,1 36,7Ñ2,1 36,7Ñ2,1 36,4Ñ2,4 

ʈ1          <0,05   

16 

age 

H 5,1Ñ0,1 4,7Ñ0,2 4,8Ñ0,1 
4,6Ñ0,2 

4,9Ñ0,2 5,1Ñ0,2 
-

14,2Ñ3,7 
-5,8Ñ5,3 39,9Ñ1,8 34,4Ñ1,8 39,5Ñ2,0 38,8Ñ2,0 

ʈ             

N 5,3Ñ0,2 4,9Ñ0,2 5,5Ñ0,2 
4,8Ñ0,2 

4,0Ñ0,4 4,2Ñ0,4 
-

22,3Ñ3,2 

-

11,6Ñ3,3 
45,5Ñ3,1 44,3Ñ2,8 39,9Ñ1,6 4,8Ñ1,9 

ʈ1    <0,05    <0,05     

17 

age 

H 5,2Ñ0,2 4,9Ñ0,2 4,9Ñ0,2 
4,6Ñ0,2 

4,8Ñ0,3 5,0Ñ0,3 
-

11,4Ñ3,7 
9,1Ñ4,2 41,3Ñ3,2 39,1Ñ2,9 38,7Ñ2,1 38,1Ñ1,6 

ʈ  <0,05      <0,001  <0,01   

N 5,3Ñ0,2 4,7Ñ0,1 4,8Ñ0,2 
4,6Ñ0,2 

5,2Ñ0,3 5,1Ñ0,3 
-

11,9Ñ1,4 
-9,6Ñ3,0 42,1Ñ2,0 43,0Ñ3,5 40,8Ñ2,0 42,6Ñ1,8 

ʈ1  <0,05           

18 

age 

H 4,9Ñ0,1 4,9Ñ0,2 4,8Ñ0,2 
4,6Ñ0,2 

4,9Ñ0,3 5,1Ñ0,2 
-15,4Ñ 

4,1 

-

14,7Ñ6,7 
38,9Ñ2,3 33,9Ñ2,3 36,8Ñ2,3 36,0Ñ2,4 

ʈ          <0,01   

N 5,0Ñ0,1 5,1Ñ0,2 5,1Ñ0,3 
4,7Ñ0,2 

4,8Ñ0,2 4,8Ñ0,2 
-

19,2Ñ3,6 

-

14,0Ñ2,8 
44,2Ñ3,7 40,3Ñ3,8 38,2Ñ2,7 37,9Ñ1,8 

ʈ1             

 

Note: Well-being, activity, mood, VIC (vegetative index coefficient), PA - personal anxiety, 

SA - situational anxiety, H - healthy, N - neurotics, statistically significant difference p - with 

indicators before and after in practically healthy individuals, and p1 - in neurotics of this age group. 
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COMBINATION OF MUGAM DIAGNOSTICS AND TRADITIONAL METHODS OF TCM 

(TRADITIONAL METHODS OF CHINESE MEDICINE: TUINA AND ACUPUNCTURE)  

This article explores the effects of massage on the central nervous system, emphasizing the 

significant role of music in enhancing these effects. It highlights how different massage techniques- 

intensive versus slow-stimulate or calm the central nervous system, leading to muscle relaxation. 

Furthermore, it underscores the importance of music in the massage process, demonstrating 

how music aids in muscle relaxation, enhances pain relief, improves mood through serotonin 
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activation, and normalizes sleep patterns. Additionally, the article discusses the positive impact of 

music on the masseuse, contributing to the quality and fluidity of the massage. 

Observations indicate that massages accompanied by music yield better outcomes compared 

to those without music, particularly in relaxation massages where the tempo should align with the 

music's rhythm. 

Keywords: muscle relaxation, pain relief, relaxation massage techniques, therapeutic music 
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SAFEGUARDING TRADITION: UNIFIED EFFORTS BY VOICE RESEARCHER/VOCAL 

PEDAGOGUE AND ENT DOCTOR IN ADVANCING VOCAL HEALTH, WELLBEING, 

AND ACOUSTIC & PHYSIOLOGICAL STUDIES AMONG AZERBAIJANI MUGHAM  

SINGERS 

Integrating cutting-edge scientific advancements alongside medical and acoustic 

technologies, this research aims to advance voice studies within the Azerbaijani vocal mugham 

context. A collaborative effort between vocal pedagogue and ENT specialist has been initiated to 

systematically address the unique vocal challenges encountered by Azerbaijani traditional mugham 

singers, including the nuanced aspects of their vocal health and well-being within this unique 

pedagogical, musical, medical, and cultural context. The establishment of a Voice Research Scientific 

Laboratory at the Azerbaijan National Conservatory underscores their commitment to advancing 

voice science and supporting vocal hygiene among musicians through educational initiatives. 

Objective: This study aims to identify prevalent functional challenges in the vocal apparatus of 

Azerbaijani mugham singers (khanende) to enhance their vocal health and capabilities, while also 

ssessing the effectiveness of preventive measures. Method and Instrumentation: Two cohorts of 

professional young mugham singers, aged 20 to 35, were involved in the examination. Acoustic 

analysis was conducted on the singing voices of all singers from both cohorts using Sopran, Voce 

Vista, and Praat software at the Conservatory Laboratory. Furthermore, fiberoptic laryngoscopy was 

utilized to evaluate vocal fold condition and function at a medical facility. The first cohort received 

training in proper breathing techniques and vocal health management, while the subsequent cohort 

maintained their customary routines. Results: The acoustic and physiological analyses were 

systematically conducted for six to twelve months, encompassing both groups involved. The first 

cohort demonstrated improved vocal condition with minimal disturbances. The second cohort, 

lacking guidance, experienced vocal issues, including hoarseness, impaired singing, nodules, and 

related complications. Conclusion: The collaborative efforts of voice researchers, vocal pedagogues, 
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and medical practitioners in mugham singing significantly enhance the prevention of vocal 

pathologies through continual learning, research, assessments, and interventions. This endeavor 

signifies a pivotal advancement in upholding the tradition of mugham singing while safeguarding 

performers' vocal health. 

Keywords: mugham singers, voice pedagogy, acoustic analysis, interdisciplinary 

collaboration, functional voice disorders, vocal health, fiberoptic laryngoscopy 
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EXPLORING ZENGULE TECHNIQUE IN MUGHAM PERFORMANCE  

This study aims to examine the implementation and significance of the zengule technique 

within mugham performance, emphasizing its intricacy, the necessity of inherent vocal talent, and the 

role of dedicated training and institutions in preserving and evolving this mugham method. 

Azerbaijani mugham, a unique and esteemed music genre recognized by UNESCO's Intangible 

Cultural Heritage list, is noted for its complexity and the exceptional vocal abilities required for its 

execution. Central to mugham is zengule, a vocal ornamentation that showcases a performer's skill 

and is nearly impossible to execute without innate vocal talent. Both male and female performers 

must possess naturally gifted voices, as zengule demands exceptional vocal prowess, especially in 

higher register zil. The integration of gazals and the strategic placement of zengule in mugham pieces 

are crucial, with special emphasis on vowel sounds. These elements are vital in assessing the 

proficiency of mugham performers. The academic study of mugham, including the zengule, begins 

at an early age, often continuing through voice mutation periods in males, during which zengule 

must adapt to changing vocal registers. Institutions like the National Conservatory play a pivotal 

role in nurturing these talents, emphasizing the importance of mastering zengule during the mutation 

period to ensure future performance capabilities. Distinct styles of zengule exist within different 

mugham schools, such as the Karabakh School of Mugham, Baku School of Mugham, and Shirvan 

School of Mugham, each maintaining unique traditions and oral learning methods. Despite its 

improvisational nature, mugham performers learn zengule through rigorous training from 

masters, preserving traditional techniques while evolving the practice for contemporary 

performances. The Azerbaijan Mugham School exemplifies this balance of tradition and modernity 

in mugham performance. 

Keywords: modern developments in Azerbaijani mugham, zengule, mugham pedagogy, 

gazal, vocal mutation, mugham schools, mugham teaching methods 
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VOICE ONSET TIME (VOT) IN STOP CONSONANTS AS AN IDENTIFICATION 

ELEMENT OF PERSONALITY  

Since acoustic parameters depend on articulation, the speech signal is characterized not only 

by general indicators but also by the appearance of individual signs caused by physiological factors. 

From this point of determining individual characteristics through a speech signal, a special marker 

is the ñvoice onset timeò (VOT) [Lisker, Abramson 1964: 387], defined as the interval after the 

opening of the stop before the start of vibration of the vocal cords in stop consonants. VOT is a 

temporal acoustic parameter defined as the time between the cessation of contraction of the stop in 

the vocal apparatus and the beginning of vibration of the vocal cords during the pronunciation of 

stop consonants. VOT is recognized as the most reliable acoustic signal for distinguishing voiceless 

from voiced consonants. Most phonologists view VOT as an aspect of the implementation of more 

standard functions such as +/- vocalization or +/- glottal extension. There are also studies showing 

that the phonological status of VOT categories influences the implementation of prosodic 

boundaries (Cho, Lee, & Kim, 2014; Cho & McQueen, 2005). Experiments show that as the place of 

articulation moves from front to back, the time of sound occurrence increases. VOT primarily 

measures aspiration: longer VOT correlates with greater aspiration, driven by physiological 

movements and aerodynamic forces. Understanding these gestures also helps define differences in 

articulation places through changes in formant frequencies associated with specific vocal gestures. 

In our study on Azerbaijani language materials, the VOT duration of stop consonants varied among 

speakers, indicating it serves as a distinct speech characteristic influenced by various physiological 

factors. Research indicates that the duration of VOT, the silent interval, is preprogrammed rather 

than constantly controlled by speakers. Sometimes, supraglottic timing is influenced by laryngeal 

timing demands (Weismer, 1980). From this perspective, VOT can be used to identify individual 

characteristics. 

Keywords: sound signal, spectral analysis, VOT, phonoscopy, identification, microanalysis 

of sound signal 
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ONCE AGAIN A YOUNG ROSE: DEDE EFENDI AND THE DEVELOPMENT OF 

MAKAMIC HARMONY IN TURKISH MUSIC  

Many traditional Turkish art music genres do not lend themselves well to incorporation into 

Western music format. Most prominent among those that do admit harmonization are the ĸarkē 

category of songs. The term ĸarkē denotes any Turkish urban art song, flourishing from the early 

nineteenth century. Based upon aruz, the quantitative, Arabic-derived system of metrical prosody, 

ĸarkē is a metered, secular vocal song, with instrumental accompaniment, solidly grounded in makam 

(Turk. p. makamlar). 

Dede Efendi is a highly esteemed composer of both instrumental and vocal works. His music 

represents the most elaborated and complex style in the development of traditional art music. He 

employed such Turkish makamlarïïespecially ferahfeza, rast, and hicazðto make his compositions 

sound more Western. Other makamlar lend themselves less well to harmonization. His songs in the 

aforementioned makamlar facilitate the incorporation of chordal accompaniment today. In order to 

harmonize these songs, the neutral intervals employed in hicaz and other traditional makamlar are 

generally adjusted to more diatonic pitches when combined with major-minor harmonies. In this 

paper I will analyze some of his compositions under the influence of Western music. These works 

made him the most prominent figure in the history of traditional Turkish art music. 

Keywords: Dede Efendi, makamic harmony in Turkish music, ĸarkē, aruz 

 

Introduction  

One of the most admired composers of the entire history of Turkish art music is 

Hamamcēoĵlu46 Ķsmail, known as ñDede Efendiò. His name is associated and symbolized with 

traditional Turkish art music and he is accepted as one of the cornerstones of Ottoman-Turkish music 

history. He was born in Istanbul in 1778 and died in Mecca in 1846 during his pilgrimage. Dede 

Efendi, the most famous traditional art music composer and performer in the Ottoman Palace, was a 

member of the Mevlevi order. Lodges of Mevlevi order have been very influential on traditional 

 
46 He was known as ñHamamcēoĵluò in his lifetime. Today, he is frequently called as ñHammamizade Ķsmail Dede 

Efendiò (5),  the last two syllabi of his name ñzadeò imply an aristocratic affiliation. In fact, he doesnôt come from 

a noble family. The late G¿ltekin Oransay has always referred to him as ñHamamcēoĵluò in his writings (1, p.156). 
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Turkish art music, functioned as conservatories of music and schooled many musicians and 

composers.47 Yenikapē Mevlevi Lodge was also a school for Hamamcēoĵlu Ķsmail. At the Lodge, he 

was listening to music played during worship, studying and trying to improve himself artistically. He 

officially became a Mevlevi in 1797 and began his musical career as a Mevlevi dervish. 

Dede Efendi sang in the court of Sultan Selim III and Mahmud II. As a court musician and as 

the teacher of both Selim III and Mahmud II, he acquired a legendary reputation. The two sultans 

greatly appreciated his compositions. By inhabiting the worlds of court and religion, he was able to 

create a stylistic synthesis of the secular and the spiritual in his work. Dede Efendi is a highly 

esteemed composer of both instrumental and vocal works (6 and 7) and some of his compositions 

lend themselves today well to incorporation into Western music format. 

 

Musical Change in the Ottoman Empire 

The first official move towards Western music was initiated by Sultan Mahmud II in 1826, 

after he had disbanded the Janissary Corps in the same year. Western music was adopted as a 

substitute for the military music of the Janissaries. Sultan Mahmud decided to set up a military band 

in the European style. The Sardinian minister in Istanbul was approached for help in obtaining suitable 

musical instruments and a bandmaster to train the army musicians. As a result, Giuseppe Donizetti, 

brother of the famous opera composer Gaetano Donizetti, came to Istanbul in 1828, where he 

organized and conducted the newly-formed military band. Later he became the first director of the 

Imperial Ottoman School of Music and trained the musicians of the bands of the Sultanôs new-style 

army. Within a year Donizetti succeeded in training sufficient number of musicians who could read 

European music and play it well enough to form more than one band. The Muzika-i H¿mayun was 

the imperial orchestra, band and chorus. Apart from the activities of the Muzika-i H¿mayun many 

Ottoman and Levantine soloists and music teachers had developed a lively musical scene, which was 

enriched by visiting artists and even Italian operatic ensembles. Donizetti was given the rank of pasha. 

Years later his successor taught and conducted an orchestra of women of the royal harem for the 

entertainment of Sultan Abdulhamid II (2, p.201-203). 

After Donizetti Pasha, during the reign of Sultan Abdulaziz, another Italian, Callisto Guatelli, 

became the Sultanôs Master of Music. Likewise given the title of Pasha, he was originally the 

conductor of an Italian opera group in Istanbul. Guattelli Paĸa took over Donizettiôs position upon his 

death in 1856. The Italian influence on musical life continued only for a short period, which was 

replaced by the French and German influences over time. 

The Italian musicians brought with them such Italian terms as ñalla francaò and ñalla turcaò 

(in the Turkish style, or in the style of Janissary music) which sparked a debate among some Palace 

musicians, a conflict that still continues today in Turkey.48 Used mostly by the Europeans in the 

nineteenth century, ñalla turcaò denoted a pejorative term for fasēl musikisi, performed in suites or 

fasēl, made up of instrumental taksim, peĸrev, sazsemaisi and vocal k©r-ē n©tēk, k©r, beste, aĵēr semai, 

y¿r¿k semai and ĸarkē. It was one of the six branches of the traditional art music.49 

 
47 The liturgical music of the dervishes was extinguished as a result of the interdiction of their orders in 1925 and 

the closing of their monasteries (tekke). 
48 Ever since their earliest contacts with the West, Turkish musicians, traditional elites and Western elites have been 

ambivalent concerning the traditional (alla turca) versus the modern (alla franca): questions have remained unclear 

regarding how to maintain a balance between traditional and contemporary society, each of which has its own 

demands (2, p.208). 
49 Traditional Ottoman-Turkish Art Music in Istanbul was comprised of 1. Ottoman military music (known as Mehter 

musikisi), 2. The sacred music of the dervish (especially the Mevlevi, Kadiri and G¿lĸeni) orders, 3. the religious music 
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Deprived of its exclusive position as the art music of the Ottomans since the introduction of 

Western music in 1826, and challenged by a difficult struggle to hold its ground in a quickly changing 

society, traditional art music was no longer able to continue with the time-honored forms and idioms 

and had lost some of its vigor.50 The open-air music of the traditional military band known in the 

West as Janissary music or mehter musikisi had fallen into oblivion in the first half of the nineteenth 

century. Thus deprived of one of its six branches, traditional art music was further suppressed during 

the reigns of Sultan Mahmud II and Sultan Abdulmecid. 

The Ottoman Palace in Istanbul took measures to promote only Western music. But a strong 

reaction immediately set in by the traditional elites. Neglect of the traditional art music offended some 

like Dede Efendi, ķakir Aĵa, Emin Aĵa and others. It is known that Dede Efendi was very upset when 

the Sultans preferred light songs against art songs and more importantly when traditional art music 

was replaced with Western style tunes such as Italian light songs or cantades at the palace. 

While Turkey was almost totally isolated from cultural developments in the West, it appears 

to have been only in the early nineteenth century that Western music, including common practice 

harmony, became widely familiar in urban music circles of Turkey. Interspersed throughout Giuseppe 

Donizetti and Callisto Guatelliôs manuscripts are traditional Turkish art music harmonizations as well 

as European dance music and popular marches, which were introduced by Donizetti, Guatelli and 

their contemporaries. These works are examples of entertainment music rather than art music (2, 

p.203-205). 

 

Analyses of Dede Efendiôs Work 

In this part of my paper, I will analyze ten pieces of Hamamcēoĵlu Ķsmail (ñDede Efendiò) 

that reflect European influences in three sections: 1. meter, 2. melody, and 3. harmony (6 and 7). 

 

1. Meter 

Written by Dede Efendi ñYine bir g¿lnihalò or ñOnce again a young roseò is the most popular 

song in makam rast. This song is a semai, a short vocal piece in triple meter. The Ottoman Palace 

was quite unfamiliar with waltzes before Dede Efendi wrote the semai song ñYine bir g¿lnihalò in 

3/4 meter. There is a European inspiration in this still popular rast song, which he composed under 

the influence of Western atmosphere. Dede Efendi tried to demonstrate that the palace musicians of 

traditional art music were also adept in writing art songs in the European style. In addition to ñYine 

bir g¿lnihalò, his other songs in makam rast are ñDil bir g¿zele meyl etti heleò and ñY¿z¿nd¿r cihanē 

m¿nevver edenò. Another popular song in makam rast is probably his rast k©r-ē nev (as the name 

implies, the new k©r in makam rast) ñGºz¿mde daim hayal-i canaò (2, p.206-207). 

Dede Efendiôs other songs in makam rast ñY¿z¿nd¿r cihanē m¿nevver edenò and ñDil bir 

 
of the mosque (orthodox Islam), 4. indoor art music (called ince saz or fasēl musikisi), 5. recreational or ñlightò music (at 

the end of the nineteenth century known as piyasa musikisi), 6. urban folk music (1, p.106). 
50 We need to remember that all societies change in their views of music as well as in their musical styles. For 

example, while the officially sanctioned halk idiom of Turkey during the Republican era was defined to exclude the 

modes (makamlar) of art music, the muqam repertory was central to conceptions of ópeopleôsô (xalq) music in 

Azerbaijan. Xalq musiqisi (the equivalent of Russian narodnaya muzµka) likewise became a relatively 

comprehensive term in the other Turkic republics of the USSR, though genres with religious connotations were often 

excluded for ideological reasons. And, further, some Turkic societies have restricted and inhibited change as 

detrimental to the function of music (3, p.8). 
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g¿zele meyletti heleò are in triple meter like ñYine bir g¿lnihalò. The y¿r¿k semai or the second 

section of his rast k©r-ē nev ñGºz¿mde daim hayal-i canaò is also in triple meter. Dede Efendi, after 

having listened to Western music in the Ottoman Palace, he asserted that he could also compose 

musical pieces of this kind and he later wrote innovative songs in ferahfeza and hicaz makamlar as 

well. His most popular songs in ferahfeza makamē ñBir verd-i rana ettim temaĸaò and ñB¿lb¿l-i hoĸ 

nevaò as well as son y¿r¿k semai of his ferahfeza mevlevi ayini are in triple meter. His semai songs 

in hicaz makamē ñEy b¿t-i nev-ed©ò and ñYine neĸôe-i muhabbetò are in semai usul (the rhythmic 

cycle), or in triple meter (5). 

The common characteristic of meters in Dede Efendiôs pieces under Western influence is that 

the majority of these work are written in triple meter or semai usul such as 3/4, 3/8, 6/4 and 6/8. 

However, semai was not the only usul (Turk. p. usuller) that Dede Efendi used. In his Western-

influenced hicaz song ñMah y¿z¿ne aĸēkanēmò, he employed evfer aksak usul in 9/8 (5). It should be 

taken into consideration that 9/8 is an aksak meter in Turkish music, not a compound triple meter. 

 

2. Melody 

In Turkish traditional art music, the melodic line is usually formed by the progression of 

adjacent pitches. Large intervals are not found except transitions to the middle meyan sections of the 

work. The principal melodic interval in traditional art music is approximately ʘ major second, known 

as tanin´ in Turkish, the distance in pitch between two white keys on the piano if they are separated 

bʫ ʘ black key. The same principle is also observed in Dede Efendiôs work in general. On the other 

hand, when we analyze his Western-inspired work, we can find thirds, fourths, fifths and octaves that 

are often employed. Not only these intervals but he also used sixths and sevenths, even intervals larger 

than an octave, such as elevenths as in his song ñDil bir g¿zele meyletti heleò. Likewise, he employed 

all intervals within an octave including sixths and sevenths in his rast k©r-ē nev ñGºz¿mde daim 

hayal-i canaò. Other popular songs in makam rast ñYine bir g¿lnihalò and ñY¿z¿nd¿r cihanē 

m¿nevver edenò often include fourths and fifths. 

We find a similar progression in his hicaz nakēĸ y¿r¿k semai, ñYine neĸôe-i muhabbetò as in 

his modern, new k©r or k©r-ē nev. Both pieces include thirds, fourths, fifths, sixths, sevenths and 

octaves. Similar intervals and modulations are found in his songs in ferahfeza makamē ñBir verd-i 

rana ettim temaĸaò and ñB¿lb¿l-i hoĸ nevaò as in ñYine bir g¿lnihalò. However, these songs are in 

minor keys. In other words, Dede Efendi employed the rast scale for Western major key, and the 

ferahfeza scale for Western minor key. 

It is also significant that modulationïïinvolving either change of scale type or transposition 

of tonic, or bothïïis a central feature in Turkish performance practice. In music, relative keys are a 

type of closely related keys, the keys between which most modulations occur, because they differ but 

no more than one accidental. Relative keys are the most closely related, as they share exactly the same 

notes. In tonal music, modulation is the process of changing from one key to another. It may take the 

form of a simple modulation to a closely related key and back again. In ferahfeza makamē, the seyir 

(progression) is quite interesting. The secondary acemaĸiran scale in ferahfeza makamē is F major in 

Western music. And D minor is the relative minor of F major. In Western music major keys often 

modulates to their related keys. For example, F major modulates to D minor. So modulations from 

acemaĸiran to buselik scale are similar to F major and D minor relation in tonal music. We can find 

this relationship in all ferahfeza songs of Dede Efendi. The progression moves from buselik to 

acemaĸiran and back to buselik scale. Similar modulations occur in hicaz y¿r¿k semai ñYine neĸôe-i 

muhabbetò between A major and its relative key F  minor, and in rast ĸarkē ñYine bir g¿lnihalò 
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between G major and its relative key E minor. Although it is theoretically closely related to Western 

music, the practice reflects exclusively Ottoman tradition. Since such practices are common in 

traditional art music, we should not necessarily regard them as reflecting Western influence. 

Nevertheless, Western-inspired melodic lines, definitive cadences and unique modulations are the 

most distinctive features of Dede Efendi. 

In ferahfeza mevlevi ayini, his final mevlevi ayin, he also used similar Western melodic forms 

and composed a modern ayin.51 Dede Efendiôs innovations were first noticed by Vladimir Ivanoff 

and he arranged and orchestrated (4) the fourth selam and son y¿r¿k semai sections of ferahfeza 

mevlevi ayini.52 Dede Efendi wrote many vocal and instrumental pieces influenced by Western idioms 

in makam hicaz and rast, a mevlevi ayin in makam ferahfeza, and a few songs in the same makam (6 

and 7). 

 

3. Harmony 

In order to appreciate the Western influence in Dede Efendiôs songs, we need to analyze his 

compositional techniques and ñmakamic harmonyò besides meter and melody. When we study 

thoroughly some of these pieces and their contemporary harmonized versions, we better recognize 

the way Dede Efendi treats melody in his songs. 

Many traditional Turkish art music genres do not lend themselves well to incorporation into 

Western music format. Most prominent among those that do admit harmonization are the ĸarkē 

category of songs. ķarkē is a metered, secular vocal song, with instrumental accompaniment, solidly 

grounded in makam. These songs are metered by simple usuller rather than complex rhythmic cycles, 

and their lyrics are closer to spoken Turkish. Dede Efendi employed such Turkish makamlarï

especially ferahfeza, rast, and above all, hicazðto make his songs sound more Western. 

Among the various aspects of the Western influence, the most relevant here is the use of 

makam. Turkish makam theory and practice, and many of the makamlar themselves, bear close 

affinities with Arab counterparts, and, indeed, their evolutions were closely linked for centuries. Thus, 

for example, the Turkish makam hicaz closely resembles its Arab namesake (hijaz). Although not 

widely used in Turkish music before the eighteenth century, by the early nineteenth century hicaz had 

become widespread in traditional Turkish art music. 

The hicaz scale is of particular relevance here, as it achieved such popularity in Turkish music. 

The Turkish makam hicaz has played an important role in the development of modal harmony also in 

the Balkans since it accommodates chordal harmonies more easily than do most of the other basic 

Turkish makamlar. Dede Efendi wrote a variety of popular songs (ĸarkē) and dance tunes (kº­ek­e) 

in makam hicaz (5). The pitch resources of the hicaz and the hicaz makamic configurations, with the 

characteristic augmented second between the second and third scalar degrees,53 figure predominantly 

in the harmonizations of Dede Efendiôs songs. 

In makam rast, chord progressions tend to follow simple Western conventions to a greater 

 
51 A mevlevi ayin is a traditional vocal and instrumental genre of the Mevlevis, consists of four movements called 

selam. 
52 For some of the harmonized pieces of Dede Efendi, see the compact disc The Waltz: Ecstasy and Mysticism by 

Concerto Kºln and Sarband directed by Vladimir Ivanoff (4). 
53 Further, as Oransay writes, the concept of makam extends well beyond the simple notion of scale (8, p.106), and many 

melodies employing the hicaz scale may not follow the characteristic patterns of the makam itself. 
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extent than in other makamlar, because it is more diatonic than hicaz makamē common in other ĸarkē 

genres (4 and 5). Other makamlar include modes with prominent neutral intervals and chromatic 

scales (for example, Saba and Segah) which do not lend themselves to accompaniment with major 

and minor triads. 

Turkish music retains the neutral intervals and chromatic modes that are generally sacrificed 

in order to facilitate chordal accompaniment. The uses of harmony in Turkish music today could not 

be called functional in the Western sense, since the vocabulary of chords and progressions derive not 

from European common practice but from the pitch resources of the makamlar used. Thus, for 

instance, a song set to the familiar hicaz makamē, with its characteristic flatted second and sharpened 

sixth degrees on the ascending scale, would employ major triads built on the tonic, the lowered second 

and the fourth degrees, along with minor triads on the sixth and seventh degrees. The pitch resources 

of the hicaz is very interesting as seen in this example. Nevertheless, there are no definitive cadences. 

The traditional Turkish art music features the practice of modal modulations that, as we have argued 

above, could facilitate the incorporation of chordal accompaniment. 

 

The accompanying chords of ñEy b¿t-i nev-ed© olmuĸum m¿ptelaò (Hicaz ķarkē) 

A-A-Gm-Dm-A-B&-Gm-A-A-A-Gm-Dm-A-B&-Gm-A Ɛ: A-A-Gm-Gm-B&-B&-Gm-A :Ɛ 

A-A-B&-A-Ddim7-Ddim7-Ddim7-Dm-A-A-B&-B&-Dm-DmƐ:Gm-Dm-B&-A-Gm-B&-Gm-A:Ɛ 

 

In order to harmonize Dede Efendiôs songs today, the neutral intervals employed in hicaz and 

other traditional makamlar are generally adjusted to more diatonic pitches when combined with 

major-minor harmonies. Other makamlar lend themselves less well to harmonization than does the 

ferahfeza, rast or hicaz-type scales (4 and 5). His songs in these makamlar also allow the 

incorporation of chordal accompaniment today. Still these songs employ a melodic and harmonic 

system quite different from European common practice. 

 

Conclusion 

Dede Efendi composed such religious musical genres as ©yin, durak, il©hi, savt and teĸvih and 

secular genres as k©r, k©r-ē n©tēk, beste, aĵēr semai, ĸarkē, t¿rk¿ and kº­ek­e, furthermore he 

composed peĸrev and sazsemaisi. His music is also open to folk taste. This characteristic can be 

observed not only in his light songs but even in his liturgical and lofty secular compositions. Dede 

Efendi composed vocal and instrumental pieces in almost all of the genres of the traditional art music, 

from the mevlevi ©yin to simple religious hymn, or from the elevated secular musical form the k©r to 

urban folk dance song. His music thus represents the most comprehensive product of traditional 

Turkish art music. He brought new colors to traditional art music and composed new makamlar such 

as sult©niyeg©h, neveser, s©ba-b¾selik, hicaz-b¾selik, araban-k¿rd´. Dede Efendi composed more 

than 500 titles, and 268 of the titles composed in 69 makamlar reached today. He is one of the final 

representatives of the tradition of great composers. The art music tradition, including the ĸarkē genre, 

was carried to the twentieth century by Dede Efendi and his students.54 

Some of Dede Efendiôs compositions echo the periodôs preoccupation with the new, exotic 

music from Europe. Dede Efendiôs occasional imitation of the waltz, his sudden modulations, and 

 
54 Among his students, M¿ezzinbaĸē Rifat Bey (d. ca. 1895), Hacē Arif Bey (1831-1885) and ķevki Bey (1860-1891) were 

the most famous popular songwriters (ĸarkē) of the period. 
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even some of his melodic lines are Western-inspired. The melodic line of his famous song ñYine bir 

g¿lnihalò was evidently composed with specific chordal progressions in mind. Thus, we can assume 

that Dede Efendi learned Western forms, styles, and harmony in the palace. He tried to demonstrate 

that the Turkish musicians were also skillful songwriters who were capable enough to write melodies 

in the European style. 

The ñmakamic harmonyò described in this paper can be regarded as a form of modal harmony 

in the sense that, first, the vocabulary of chords and progressions employed derives from the modal 

resources of Turkish makamlar, and second, the arrangements, harmonizations and orchestrations of 

Dede Efendiôs work generally play a less structural role than in Western common practice. In my 

analysis of the harmonizations, it is clear that the majority of the chordal accompaniments have 

decorative rather than structural function.55 In the makamic harmony discussed here, triads are often 

used primarily for color, or for sonority, or in the context of a simple oscillation between two chords. 

Today while it has gained greater popularity, the uses of makamic harmony exhibit 

considerable variety, in accordance with the distinct musical arrangements in Turkey. Nevertheless, 

certain conventions are employed in the harmonizations of the songs. These include some use of 

major and minor scales, with essentially European chordal harmonization. Except for the harmonized 

pieces in hicaz makamē, harmonizations of Turkish scales have not yet been standardized. We can 

observe standardized applications of chordal accompaniment only in makam hicaz. 

Dede Efendiôs music represents the most elaborated and complex style in the development of 

makamic harmony. He used the rast scale for Western major key, and the ferahfeza scale for Western 

minor key. The melodic structure of his compositions, the manner he treats the makamlar and usuller, 

his definitive cadences, and his characteristic modulations are very striking. Even today Dede Efendi 

continues to be regarded as one of the leading exponents of traditional art music. As seen in all these 

stylized work, even though Dede Efendi never wrote polyphonic music, he laid the groundwork for 

harmonic thinking in Turkish music and pioneered future attempts to create polyphony. 

 

Appendix: List of Dede Efendiôs Western-Inspired Compositions 

Makam Rast 

1. Yine bir g¿lnihal aldē bu gºnl¿m¿ (Rast ķarkē) Semai 3/4  

2. Dil bir g¿zele meyletti hele (Rast ķarkē) Sengin Semai 6/4 

3. Y¿z¿nd¿r cihanē m¿nevver eden (Rast ķarkē) Y¿r¿k Semai 6/4 

4. Gºz¿mde daim hayal-i cana (Rast K©r-ē Nev) Aĵēr D¿yek 8/4 + Y¿r¿k Semai 6/8 

 

Makam Hicaz 

5. Ey b¿t-i nev-ed© olmuĸum m¿ptela (Hicaz ķarkē) Y¿r¿k Semai 6/8 

6. Mah y¿z¿ne aĸēkanēm (Hicaz ķarkē) Evfer Aksak 9/8 

7. Yine neĸôe-i muhabbet (Hicaz Nakēĸ Y¿r¿k Semai) 6/4 

 

Makam Ferahfeza 

 
55 Naturally, the degree to which a chordal accompaniment is structural rather than the decorative is difficult to 

assess,  

and is inherently subjective to some extent. 
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8. Bir verd-i rana ettim temaĸa (Ferahfeza ķarkē) Semai 3/4 

9. B¿lb¿l-i hoĸ neva (Ferahfeza ķarkē) Semai 3/8 

10. Ferahfeza Mevlevi Ayini (Dºrd¿nc¿ Selam 9/4; Son Y¿r¿k Semai 6/8) 
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ON THE SIGNIFICANCE OF KEMAL ILERICI'S HARMONIC CONCEPT IN THE 

STUDY OF TURKIC PEOPLES' MUSIC  

The goal of the presentation is to introduce the harmonic concept of the renowned Turkish 

musicologist and composer Kemal Ilerici and to highlight its significance in the study of the music 

of Turkic peoples. 

1. In the context of globalization and cultural integration, questions of polyphony arise in the 

development of monophonic musical cultures, including those of the Turkic people. 

The ways to address them can be summarized in three main trends: Preservation of the 

traditional style; 

Adoption of the pan-European style; 

Creation of a synthesis of these styles. 

2. In Azerbaijani music, the third path was chosen and brought to life. 

The fundamental material for polyphony in the works of Uzeyir Hajibeyov is based on the 

modes of Azerbaijani music. 

The principles of harmonization that he developed were later expanded upon in the research 

of contemporary Azerbaijani musicologists. 

The practical application of these principles is reflected in the music of Azerbaijani 

composers. 

3. The issues of polyphony in Turkish music were approached differently. The harmonic 

concept of K. Ilerici and its main features: 

mailto:namikabd@hotmail.com
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Folk music (T¿rk¿) was chosen as the object of harmonization. 

The creation of harmonic structures is based on the interval structure of makams and the 

functional characteristics of their degrees. 

This choice resulted in an extraordinary diversity and a wide range of possibilities due to the 

rich modal organization of Turkish music. 

The makam H¿seyni was chosen as the model makam because most Turkish folk music is 

based on it. 

As a result, the quartal principle of chord structure became the foundational principle of 

harmonization. Stable and unstable degrees of the makam are identified as the building blocks of 

future chords, each with its inherent functions. 

The harmonic concept of K. Ilerici represents one of the ways to create a synthesis of 

traditional monophonic and pan-European polyphonic styles. 

Keywords: Kemal Ilerici, harmonic concept 

 

ʇʨʦʙʣʝʤʘ ʤʥʦʛʦʛʦʣʦʩʠʷ ʷʚʣʷʝʪʩʷ ʥʘ ʩʝʛʦʜʥʷ ʦʜʥʦʡ ʠʟ ʘʢʪʫʘʣʴʥʳʭ ʚ ʩʬʝʨʝ ʠʟʫʯʝʥʠʷ 

ʤʫʟʳʢʘʣʴʥʳʭ ʢʫʣʴʪʫʨ ʪʶʨʢʩʢʠʭ ʥʘʨʦʜʦʚ, ʯʴʷ ʤʫʟʳʢʘ, ʢʘʢ ʧʨʘʚʠʣʦ, ʦʜʥʦʛʦʣʦʩʥʘ. ɻʣʘʚʥʳʤ 

ʦʙʨʘʟʦʤ, ʵʪʘ ʧʨʦʙʣʝʤʘ ʠʤʝʝʪ ʟʥʘʯʝʥʠʝ ʚ ʘʢʘʜʝʤʠʯʝʩʢʦʡ ʦʙʣʘʩʪʠ,  ʚ ʥʘʫʯʥʦʤ ʤʫʟʳʢʦʟʥʘʥʠʠ  ʠ  

ʢʦʤʧʦʟʠʪʦʨʩʢʦʤ ʪʚʦʨʯʝʩʪʚʝ.  ʇʦʯʝʤʫ? ɿʘʧʘʜʥʳʝ ʚʣʠʷʥʠʷ, ʥʘʧʨʠʤʝʨ, ʚ ʊʫʨʮʠʠ, ʧʦ ʚʩʝʡ 

ʚʝʨʦʷʪʥʦʩʪʠ, ʠ ʚ ʜʨʫʛʠʭ ʪʶʨʢʩʢʠʭ ʢʫʣʴʪʫʨʘʭ,  ʧʦʯʪʠ ʥʝ ʦʪʨʘʞʘʶʪʩʷ ʥʘ T¿rk Klasik M¿ziĵi, T¿rk 

Sanat M¿ziĵi ʠ T¿rk Halk M¿ziĵi, ʘ ʪʝʤ ʙʦʣʝʝ ʚ ʩʬʝʨʝ ʚʦʝʥʥʦʡ, ʨʝʣʠʛʠʦʟʥʦʡ ʤʫʟʳʢʠ. ʇʦʭʦʞʘʷ 

ʢʘʨʪʠʥʘ ʥʘʙʣʶʜʘʝʪʩʷ ʠ ʚ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʝ.   

ʇʦʜʭʦʜʳ ʢʫʣʴʪʫʨ ʪʶʨʢʩʢʠʭ ʥʘʨʦʜʦʚ ʢ ʜʦʩʪʠʞʝʥʠʷʤ ʢʣʘʩʩʠʯʝʩʢʦʡ ʤʫʟʳʢʠ ʩʚʦʜʷʪʩʷ ʢ 

ʪʨʝʤ ʦʩʥʦʚʥʳʤ ʪʝʥʜʝʥʮʠʷʤ: 1. ʉʦʭʨʘʥʝʥʠʝ ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʥʘʮʠʦʥʘʣʴʥʦʛʦ ʩʪʠʣʷ. 2. ʆʩʚʦʝʥʠʝ 

ʠ ʚʦʧʣʦʱʝʥʠʝ  ʥʘ ʧʨʘʢʪʠʢʝ ʦʙʱʝʝʚʨʦʧʝʡʩʢʦʛʦ ʩʪʠʣʷ,  ʠ 3. ʉʦʟʜʘʥʠʝ ʩʠʥʪʝʟʘ ʦʙʱʝʝʚʨʦʧʝʡʩʢʠʭ 

ʜʦʩʪʠʞʝʥʠʡ ʥʘ ʦʩʥʦʚʝ ʦʩʦʙʝʥʥʦʩʪʝʡ  ʥʘʮʠʦʥʘʣʴʥʦʡ ʤʫʟʳʢʠ.  

ɼʣʷ ʪʦʛʦ, ʯʪʦʙʳ ʠʤʝʪʴ ʚʦʟʤʦʞʥʦʩʪʴ ʧʦʣʥʦʮʝʥʥʦʛʦ ʚʦʩʧʨʠʷʪʠʷ ʨʘʩʩʤʘʪʨʠʚʘʝʤʦʡ 

ʛʘʨʤʦʥʠʯʝʩʢʦʡ ʩʠʩʪʝʤʳ,, ʷ ʩʯʝʣ ʮʝʣʝʩʦʦʙʨʘʟʥʳʤ ʧʦʩʪʨʦʠʪʴ ʩʚʦʝ ʚʳʩʪʫʧʣʝʥʠʝ ʥʘ ʧʣʘʪʬʦʨʤʝ 

ʩʦʧʦʩʪʘʚʣʝʥʠʡ, ʩʨʘʚʥʝʥʠʡ ʩ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʦʡ. ɺʥʘʯʘʣʝ ʭʦʪʝʣ ʙʳ ʦʙʨʠʩʦʚʘʪʴ 

ʦʩʥʦʚʥʳʝ ʦʪʣʠʯʠʪʝʣʴʥʳʝ ʯʝʨʪʳ ʫʧʦʤʷʥʫʪʦʛʦ ʩʠʥʪʝʟʘ ʢʘʩʘʪʝʣʴʥʦ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʠ,  

ʈʷʜ ʚʘʞʥʝʡʰʠʭ ʘʩʧʝʢʪʦʚ ʤʥʦʛʦʛʦʣʦʩʠʷ ʚ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʝ  ʚ ʪʝʟʠʩʥʦʤ ʬʦʨʤʘʪʝ 

ʧʨʝʜʩʪʘʚʣʝʥ ʚ ʪʝʦʨʝʪʠʯʝʩʢʠʭ ʪʨʫʜʘʭ  ʚʝʣʠʢʦʛʦ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʛʦ ʢʦʤʧʦʟʠʪʦʨʘ ʠ ʫʯʝʥʦʛʦ-

ʤʫʟʳʢʦʚʝʜʘ  ʋʟ.ɻʘʜʞʠʙʝʡʣʠ. ʀʟʚʝʩʪʥʦ ʪʘʢʞʝ, ʯʪʦ ʚ 1945 ʛʦʜʫ, ʚ ʛʦʜ ʧʫʙʣʠʢʘʮʠʠ ʩʚʦʝʛʦ 

ʬʫʥʜʘʤʝʥʪʘʣʴʥʦʛʦ ʠʩʩʣʝʜʦʚʘʥʠʷ çʆʩʥʦʚʳ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʠè, 

ʋʟ.ɻʘʜʞʠʙʝʡʣʠ ʦʪʤʝʯʘʣ, ʯʪʦ ʚ ʙʣʠʞʘʡʰʝʝ ʚʨʝʤʷ ʧʨʝʜʩʪʘʚʠʪ ʚʥʠʤʘʥʠʶ ʩʦʚʝʪʩʢʦʡ 

ʤʫʟʳʢʘʣʴʥʦʡ ʦʙʱʝʩʪʚʝʥʥʦʩʪʠ ʪʨʫʜ ʧʦ ʤʥʦʛʦʛʦʣʦʩʠʶ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʠ. ʀʟ ʵʪʦʛʦ 

ʟʘʷʚʣʝʥʠʷ ʤʦʞʥʦ ʧʨʝʜʧʦʣʦʞʠʪʴ, ʯʪʦ ʜʘʥʥʳʡ ʪʨʫʜ ʙʳʣ ʚ ʦʩʥʦʚʥʦʤ  ʙʣʠʟʦʢ ʢ ʟʘʚʝʨʰʝʥʠʶ. 

 ʅʝʩʤʦʪʨʷ ʥʘ ʤʦʠ ʧʦʠʩʢʠ ʚ ʮʝʥʪʨʘʣʴʥʳʭ ʙʠʙʣʠʦʪʝʢʘʭ ʠ ʘʨʭʠʚʥʳʭ ʮʝʥʪʨʘʭ ɹʘʢʫ, 

ʄʦʩʢʚʳ, ʉ.ʇʝʪʝʨʙʫʨʛʘ, ʉʪʘʤʙʫʣʘ, ʥʠʢʘʢʠʭ ʟʘʤʝʪʦʢ ʠʣʠ ʟʘʧʠʩʝʡ, ʩʚʷʟʘʥʥʳʭ ʩ ʵʪʠʤ ʪʨʫʜʦʤ, ʠ 

ʩʘʤ ʪʨʫʜ, ʧʦʢʘ ʥʘʡʜʝʥʳ ʥʝ ʙʳʣʠ.  

ʉʨʝʜʠ ʚʳʚʝʜʝʥʥʳʭ ʋʟ.ɻʘʜʞʠʙʝʡʣʠ ʧʨʠʥʮʠʧʦʚ ʛʘʨʤʦʥʠʟʘʮʠʠ,  ʦʩʥʦʚʦʧʦʣʘʛʘʶʱʠʤ 

ʧʨʝʜʩʪʘʚʣʷʝʪʩʷ ʝʛʦ ʫʙʝʞʜʝʥʠʝ ʚ ʪʦʤ, ʯʪʦʙʳ çʤʥʦʛʦʛʦʣʦʩʠʝ ʩʪʨʦʠʣʦʩʴ ʥʝ ʥʘ ʧʨʠʥʮʠʧʘʭ 

ʜʦʩʪʠʞʝʥʠʷ ʧʨʘʚʠʣʴʥʳʭ ʧʦʩʣʝʜʦʚʘʥʠʡ ʘʢʢʦʨʜʦʚ ʠ ʦʙʨʘʟʦʚʘʥʠʷ ʛʘʨʤʦʥʠʯʝʩʢʠʭ ʢʘʜʝʥʮʠʡ, 

ʪʨʝʙʫʶʱʠʭ ʠʟʤʝʥʝʥʠʷ ʩʪʨʫʢʪʫʨʳ ʧʦʩʪʨʦʝʥʠʷ ʣʘʜʦʚʳʭ ʟʚʫʢʦʨʷʜʦʚ, ʘ ʥʘ ʟʘʢʦʥʘʭ ʩʦʯʝʪʘʥʠʷ  
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ʣʦʛʠʯʝʩʢʠ ʧʦʩʪʨʦʝʥʥʳʭ ʩʘʤʦʩʪʦʷʪʝʣʴʥʳʭ ʤʝʣʦʜʠʡè. 

ʆʙʨʘʪʠʤ ʚʥʠʤʘʥʠʝ ʥʘ ʜʚʘ ʤʦʤʝʥʪʘ ʵʪʦʛʦ ʧʦʣʦʞʝʥʠʷ 1, ʀʤʝʥʥʦ  ʣʘʜʦʚʳʝ ʟʚʫʢʦʨʷʜʳ 

ʜʦʣʞʥʳ ʦʩʪʘʚʘʪʴʩʷ ʥʝʠʟʤʝʥʥʦʡ ʦʩʥʦʚʦʡ ʤʥʦʛʦʛʦʣʦʩʠʷ, ʘ ʥʝ ʥʘʦʙʦʨʦʪ.  2. ʄʥʦʛʦʛʦʣʦʩʠʝ 

ʜʦʣʞʥʦ ʦʩʥʦʚʳʚʘʪʴʩʷ ʥʘ ʟʘʢʦʥʘʭ ʩʦʯʝʪʘʥʠʷ ʣʦʛʠʯʝʩʢʠ ʧʦʩʪʨʦʝʥʥʳʭ ʩʘʤʦʩʪʦʷʪʝʣʴʥʳʭ 

ʤʝʣʦʜʠʡ. ʕʪʠ ʧʦʣʦʞʝʥʠʷ ʙʣʠʩʪʘʪʝʣʴʥʳʤ ʦʙʨʘʟʦʤ ʠʩʩʣʝʜʦʚʘʥʳ ʩʘʤʠʤ ʋʟ.ɻʘʜʞʠʙʝʡʣʠ ʚ ʝʛʦ 

çʆʩʥʦʚʘʭ  ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʠè. ʊʦ ʝʩʪʴ ʠʤ ʙʳʣʠ ʚʳʚʝʜʝʥʳ ʟʚʫʢʦʨʷʜʳ 

ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʠ, ʥʘ ʠʭ ʦʩʥʦʚʝ ʙʳʣʠ ʦʧʨʝʜʝʣʝʥʳ ʣʘʜʳ/ʤʵʛʘʤʳ, ʥʘ ʦʩʥʦʚʝ ʤʝʣʦʜʠʢʦ-

ʠʥʪʦʥʘʮʠʦʥʥʳʭ ʦʩʦʙʝʥʥʦʩʪʝʡ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʠ ʙʳʣʠ ʫʩʪʘʥʦʚʣʝʥʳ ʬʫʥʢʮʠʦʥʘʣʴʥʳʝ ʟʥʘʯʝʥʠʷ 

ʩʪʫʧʝʥʝʡ ʚʩʝʭ ʵʪʠʭ ʣʘʜʦʚ, ʜʘʥʳ ʧʨʘʚʠʣʘ ʩʦʯʠʥʝʥʠʷ ʚ ʥʠʭ. ʅʘ ʵʪʦʤ ʙʘʟʠʩʝ ʫʞʝ ʤʦʞʥʦ ʙʳʣʦ 

ʧʝʨʝʭʦʜʠʪʴ ʢ ʧʦʣʦʞʝʥʠʷʤ, ʦʪʥʦʩʷʱʠʤʩʷ ʩʦʙʩʪʚʝʥʥʦ ʢ ʛʘʨʤʦʥʠʠ, ʪʦ ʝʩʪʴ ʦʧʨʝʜʝʣʝʥʠʝ 

ʘʢʢʦʨʜʦʚ, ʠʭ ʩʦʝʜʠʥʝʥʠʷ, ʢʘʜʝʥʮʠʠ, ʩʝʢʚʝʥʮʠʠ, ʤʦʜʫʣʷʮʠʠ ʠ ʚʩʝ ʦʩʪʘʣʴʥʦʝ, ʘʥʘʣʦʛʠʯʥʦ 

ʤʝʪʦʜʠʢʝ ʨʘʟʚʝʨʪʳʚʘʥʠʷ ʫʯʝʥʠʷ ʦ ʛʘʨʤʦʥʠʠ. ʀʤʝʥʥʦ ʵʪʠʤ ʧʫʪʝʤ, ʢʘʢ ʤʳ ʫʚʠʜʠʤ ʜʘʣʴʰʝ,  

ʨʘʟʨʘʙʘʪʳʚʘʣ ʩʚʦʶ ʛʘʨʤʦʥʠʯʝʩʢʫʶ ʩʠʩʪʝʤʫ ʠ ʂ.ʀʣʝʨʠʜʞʠ ï ʚʳʜʘʶʱʠʡʩʷ ʪʫʨʝʮʢʠʡ ʫʯʝʥʳʡ 

ʤʫʟʳʢʦʚʝʜ ʠ ʢʦʤʧʦʟʠʪʦʨ. 

ʋʢʘʟʘʥʥʳʝ ʛʘʜʞʠʙʝʢʦʚʩʢʠʝ ʧʨʠʥʮʠʧʳ ʙʳʣʠ ʚʧʦʩʣʝʜʩʪʚʠʠ ʨʘʟʚʠʪʳ ʚ ʠʩʩʣʝʜʦʚʘʥʠʷʭ 

ʩʦʚʨʝʤʝʥʥʳʭ ʤʫʟʳʢʦʚʝʜʦʚ ɸʟʝʨʙʘʡʜʞʘʥʘ. ʉʯʠʪʘʶ ʚʘʞʥʳʤ ʦʪʤʝʪʠʪʴ ʠʩʩʣʝʜʦʚʘʥʠʷ  ɻʸʚʭʘʨ 

ɻʫʩʝʡʥʦʚʦʡ, ʅʘʟʠʤʘ ɹʘʛʠʨʦʚʘ,  ʅʘʠʣʠ ʅʘʟʠʨʦʚʦʡ,  ʈʝʥʳ ʄʘʤʝʜʦʚʦʡ, ɻʶʣʴʟʘʨ ʄʘʭʤʫʜʦʚʦʡ,  

ɼʠʣʴʙʝʨ ʄʘʤʝʜʦʚʦʡ, ɼʠʣʴʙʝʨ ɻʫʩʝʡʥʦʚʦʡ, ʅʘʨʤʠʥʳ ɸʣʠʝʚʦʡ, .ʄʝʭʪʠʝʚʦʡ,  

ʇʦʯʪʠ ʚʩʝ ʠʩʩʣʝʜʦʚʘʥʠʷ ʦʩʥʦʚʘʥʳ ʥʘ ʛʘʜʞʠʙʝʢʦʚʩʢʠʭ ʪʦʥʘʣʴʥʳʭ ʣʘʜʘʭ, ʘ ʥʝ ʥʘ 

ʤʫʛʘʤʥʳʭ ʤʦʜʘʣʴʥʳʭ ʟʚʫʢʦʨʷʜʘʭ. ʀʟʚʝʩʪʥʦ, ʯʪʦ ʧʦ ʩʚʦʝʤʫ ʭʘʨʘʢʪʝʨʫ ʠ ʥʘʟʥʘʯʝʥʠʶ 

ʥʝʨʘʚʥʦʤʝʨʥʦ ʪʝʤʧʝʨʠʨʦʚʘʥʥʳʝ ʤʠʢʨʦʪʦʥʦʚʳʝ ʠʥʪʝʨʚʘʣʳ,  ʤʦʛʫʪ ʠʩʧʦʣʴʟʦʚʘʪʴʩʷ ʧʦ-

ʨʘʟʥʦʤʫ: ʚ ʦʩʥʦʚʥʦʤ, ʚ 3 ʚʠʜʘʭ: 

1. ʂʘʢ ʧʦʣʥʦʮʝʥʥʳʝ ʠ ʨʘʚʥʦʧʨʘʚʥʳʝ ʩʪʫʧʝʥʠ ʣʘʜʦʚʦʛʦ ʟʚʫʢʦʨʷʜʘ, ʠʤʝʥʥʦ ʪʘʢ ʦʙʩʪʦʠʪ 

ʩʠʪʫʘʮʠʷ ʩ ʤʘʢʘʤʘʤʠ TKM, TSM, THM    

ʀʤʝʥʥʦ ʪʘʢ ʦʙʩʪʦʠʪ ʩʠʪʫʘʮʠʷ ʩ ʤʘʢʘʤʘʤʠ TKM, TSM, THM. ʀʥʘʷ ʢʘʨʪʠʥʘ ʚ 

ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʝ. ʊʘʢ, ʚ  ʤʫʛʘʤʘʭ, ʛʜʝ ʠʩʧʦʣʴʟʫʝʪʩʷ 17-ʩʪʫʧʝʥʥʘʷ ʥʝʨʘʚʥʦʤʝʨʥʘʷ 

ʪʝʤʧʝʨʘʮʠʷ, ʥʝ ʛʦʚʦʨʷ ʫʞʝ ʦ ʪʝʩʥʠʬʘʭ, ʨʝʥʛʘʭ, ʧʝʩʥʷʭ ʠ ʪʘʥʮʘʭ, ʘʰʫʛʩʢʦʡ ʤʫʟʳʢʝ,  ʪʘʢʠʭ 

ʣʘʜʦʚʳʭ ʟʚʫʢʦʨʷʜʦʚ, ʛʜʝ ʚ ʧʠʩʴʤʝ ʦʪʤʝʯʝʥʳ ʢʣʶʯʝʚʳʝ ʠ ʩʣʫʯʘʡʥʳʝ ʤʠʢʨʦʪʦʥʦʚʳʝ ʟʥʘʢʠ, ʜʦ 

ʧʦʩʣʝʜʥʝʛʦ ʚʨʝʤʝʥʠ ʥʝ ʙʳʣʦ... ʈʘʟʨʘʙʘʪʳʚʘʷ ʟʚʫʢʦʨʷʜʳ ʠ ʣʘʜʳ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʥʘʨʦʜʥʦʡ 

ʤʫʟʳʢʠ, ʋʟ.ɻʘʜʞʠʙʝʢʦʚ, ʧʦ ʨʷʜʫ ʠʟʚʝʩʪʥʳʭ ʚʩʝʤ ʥʘʤ ʧʨʠʯʠʥ,  ʦʧʠʨʘʣʩʷ ʥʘ ʪʦʥʘʣʴʥʳʝ, ʘ ʥʝ 

ʤʠʢʨʦʪʦʥʘʣʴʥʳʝ ʣʘʜʦʚʳʝ ʟʚʫʢʦʨʷʜʳ. ʊʝʤ ʥʝ ʤʝʥʝʝ ʚ ʩʚʦʝʡ ʨʘʙʦʪʝ çʆ ʤʫʟʳʢʝ ʘʟʝʨʙʘʡʜʞʘʥʩʢʠʭ 

ʪʶʨʢʦʚè  ʚ 1919 ʛ., ʋʟ.ɻʘʜʞʠʙʝʡʣʠ ʦʪʤʝʯʘʣ, ʯʪʦ ʚ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʝ ʠʤʝʝʪʩʷ 

ʠʥʪʝʨʚʘʣ, ʨʘʚʥʳʡ ʧʦʣʦʚʠʥʝ ʧʦʣʫʪʦʥʘ ʠʣʠ ʯʝʪʚʝʨʪʠ ʪʦʥʘ..  

ʆʪʤʝʪʠʤ ʪʘʢʞʝ, ʯʪʦ ʚ ʰʠʨʦʢʦʦʭʚʘʪʥʳʭ ʠ ʛʣʫʙʦʢʠʭ ʧʦ ʩʚʦʝʤʫ ʩʦʜʝʨʞʘʥʠʶ 

ʠʩʩʣʝʜʦʚʘʥʠʡ ʚʳʜʘʶʱʠʭʩʷ ʘʟʝʨʙʘʡʜʞʘʥʩʢʠʭ ʫʯʝʥʳʭ- ʤʫʟʳʢʦʚʝʜʦʚ ʄʘʤʝʜʩʘʣʝʭʘ ʀʩʤʘʡʣʦʚʘ, 

ʈʘʤʠʟʘ ɿʦʭʨʘʙʦʚʘ, ʦʪʥʦʩʠʪʝʣʴʥʦ  ʪʘʢʠʭ ʣʘʜʦʚʳʭ ʟʚʫʢʦʨʷʜʦʚ, ʛʜʝ ʤʠʢʨʦʪʦʥʦʚʳʝ ʠʥʪʝʨʚʘʣʳ ʠ 

ʩʪʫʧʝʥʠ ʷʚʣʷʶʪʩʷ ʨʘʚʥʦʧʨʘʚʥʳʤʠ ʩʪʫʧʝʥʷʤʠ ʣʘʜʘ,  ʩʢʦʣʴ-ʣʠʙʦ ʧʦʜʨʦʙʥʳʭ ʩʚʝʜʝʥʠʡ ʥʝʪ. 

ʧʨʦʬ. ʈʘʤʠʟ ɿʦʭʨʘʙʦʚ, ʦʪʩʣʝʞʠʚʘʷ ʚʦʧʨʦʩʳ ʧʠʩʴʤʝʥʥʦʡ ʬʠʢʩʘʮʠʠ ʘʟʝʨʙʘʡʜʞʘʥʩʢʠʭ ʤʫʛʘʤʦʚ, 

ʦʪʤʝʯʘʝʪ, ʯʪʦ ʜʦ ʧʦʩʣʝʜʥʝʛʦ ʚʨʝʤʝʥʠ ʟʘʧʠʩʴ ʤʫʛʘʤʥʳʭ ʜʝʩʪʛʷʭʦʚ ʧʨʦʚʦʜʠʣʘʩʴ ʥʘ ʦʩʥʦʚʝ 

ʠʤʝʥʥʦ ʪʦʥʘʣʴʥʳʭ ʛʘʜʞʠʙʝʢʦʚʩʢʠʭ ʟʚʫʢʦʨʷʜʦʚ. ʀ ʪʦʣʴʢʦ ʚ ʟʘʧʠʩʷʭ ʫʚʘʞ.ɸʨʠʬʘ ɸʩʘʜʫʣʣʘʝʚʘ, 

ʦʧʫʙʣʠʢʦʚʘʥʥʳʭ ʚ 2010 ʛ. ʚ ʚʠʜʝ ʢʥʠʛʠ ʠʟ 168 ʩʪʨʘʥʠʮ çʀʥʩʪʨʫʤʝʥʪʘʣ ʤʫʛʘʤè, ʙʳʣʘ ʩʜʝʣʘʥʘ 

ʧʦʧʳʪʢʘ ʟʘʧʠʩʘʪʴ ʦʩʥʦʚʥʳʝ 7 ʘʟʝʨʙʘʡʜʞʘʥʩʢʠʭ ʤʫʛʘʤʦʚ ʩ ʧʨʠʤʝʥʝʥʠʝʤ ʦʧʨʝʜʝʣʝʥʥʳʭ ʟʥʘʢʦʚ, 

ʦʙʦʟʥʘʯʘʶʱʠʭ ʢʦʤʤʦʚʳʝ ʠʟʤʝʥʝʥʠʷ. ʅʝʣʴʟʷ ʥʝ ʚʩʧʦʤʥʠʪʴ ʚ ʵʪʦʡ ʩʚʷʟʠ, ʯʪʦ ʚ 40 ʛʦʜʘʭ 

ʤʠʥʫʚʰʝʛʦ ʩʪʦʣʝʪʠʷ ʙʳʣʠ ʪʘʢʞʝ ʧʦʧʳʪʢʠ ʛʘʨʤʦʥʠʟʘʮʠʠ ʤʫʛʘʤʦʚ. ʊʘʢ,  ʚ 1936 ʠ ʧʦʩʣʝʜʫʶʱʠʭ 
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ʛʦʜʘʭ ʠʤʝʣʠ ʤʝʩʪʦ ʟʘʧʠʩʠ ʥʘ ʥʦʪʳ ʤʫʛʘʤʥʳʭ ʜʘʩʪʛʷʭʦʚ: "ʈʘʩʪ" ʠ "ɿʘʙʫʣ" ʙʳʣʠ ʟʘʧʠʩʘʥʳ 

ʢʦʤʧʦʟʠʪʦʨʦʤ ʊ. ʂʫʣʠʝʚʳʤ, ʘ "ɼʫʛʷʭ" ï ʢʦʤʧʦʟʠʪʦʨʦʤ ɿ. ɹʘʛʠʨʦʚʳʤ. ɺʩʝ ʪʨʠ ʤʫʛʘʤʘ ʙʳʣʠ 

ʜʘʥʳ ʚ ʛʘʨʤʦʥʠʟʘʮʠʠ ʧʨʦʬ. ʃ. ʈʫʜʦʣʴʬʘ. ʇʦ ʤʥʝʥʠʶ ʧʨʦʬ. ʈ. ɿʦʭʨʘʙʦʚʘ, - ʚ ʨʷʜʝ ʩʣʫʯʘʷʭ 

ʛʘʨʤʦʥʠʠ ʠʩʢʫʩʩʪʚʝʥʥʦ ʫʩʣʦʞʥʝʥʳ, ʚʩʣʝʜʩʪʚʠʝ ʵʪʦʛʦ ʚʦʟʥʠʢʘʝʪ ʩʦʧʨʦʚʦʞʜʝʥʠʝ, ʥʝ 

ʩʦʦʪʚʝʪʩʪʚʫʶʱʝʝ ʤʫʛʘʤʥʦʡ ʤʝʣʦʜʠʠ, ʜʘʥʥʘʷ ʛʘʨʤʦʥʠʟʘʮʠʷ, ʚʩʣʝʜʩʪʚʠʝ ʩʣʦʞʥʦʩʪʠ 

ʘʢʢʦʨʜʦʚʦʡ ʩʪʨʫʢʪʫʨʳ, ʥʝ ʩʪʘʣʘ ʫʜʘʯʥʳʤ ʰʘʛʦʤ ʚ ʵʪʦʤ ʥʘʧʨʘʚʣʝʥʠʠè.  

2-ʦʡ ʚʠʜ.  ʤʠʢʨʦʪʦʥʦʚʳʝ ʠʥʪʝʨʚʘʣʳ,  ʤʦʛʫʪ ʠʩʧʦʣʴʟʦʚʘʪʴʩʷ ʢʘʢ ʩʪʫʧʝʥʠ ʚ ʢʘʯʝʩʪʚʝ 

ʩʦʩʪʘʚʣʷʶʱʠʭ ʵʣʝʤʝʥʪʦʚ ʤʝʣʠʟʤʘʪʠʢʠ, ʕʪʦ ʭʘʨʘʢʪʝʨʥʘʷ ʯʝʨʪʘ ʠ ʪʫʨʝʮʢʦʡ, ʘ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ, 

ʠ, ʧʦ ʚʩʝʡ ʚʝʨʦʷʪʥʦʩʪʠ , ʤʫʟʳʢʠ ʙʦʣʴʰʠʥʩʪʚʘ ʪʶʨʢʩʢʠʭ ʥʘʨʦʜʦʚ. 

2. ʄʠʢʨʦʪʦʥʦʚʳʝ ʠʥʪʝʨʚʘʣʳ ʤʦʛʫʪ ʠʩʧʦʣʴʟʦʚʘʪʴʩʷ ʢʘʢ ʩʨʝʜʩʪʚʦ ʫʩʠʣʝʥʠʷ ʵʤʦʮʠʦʥʘʣʴʥʦʡ 

ʚʳʨʘʟʠʪʝʣʴʥʦʩʪʠ ʤʦʪʠʚʘ, ʧʦʧʝʚʢʠ, ʠʥʪʦʥʘʮʠʠ. ʕʪʦ ʪʘʢʞʝ ʭʘʨʘʢʪʝʨʥʘʷ ʯʝʨʪʘ ʪʫʨʝʮʢʦʡ, ʠ ʚ 

ʙʦʣʴʰʝʡ ʩʪʝʧʝʥʠ - ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʠ, ʛʣʘʚʥʳʤ ʦʙʨʘʟʦʤ ʚ ʤʫʛʘʤʥʳʭ ʜʝʩʪʛʷʭʘʭ. 

ɺ ʦʪʥʦʰʝʥʠʠ ʚʳʚʝʜʝʥʠʷ ʛʘʨʤʦʥʠʯʝʩʢʦʡ ʚʝʨʪʠʢʘʣʠ ʥʘʮʠʦʥʘʣʴʥʦʡ ʤʫʟʳʢʠ 

ʧʦʜʘʚʣʷʶʱʘʷ ʯʘʩʪʴ ʠʩʩʣʝʜʦʚʘʥʠʡ ʧʨʦʚʦʜʠʣʘʩʴ ʚ ʦʩʥʦʚʥʦʤ ʥʘ ʦʩʥʦʚʘʥʠʠ ʪʝʨʮʦʚʦʡ ʩʪʨʫʢʪʫʨʳ 

ʘʢʢʦʨʜʦʚ. ʇʦʢʘʟʘʪʝʣʴʥʳʤʠ ʠ ʟʘʩʣʫʞʠʚʘʶʱʠʤ ʛʣʫʙʦʢʦʛʦ ʦʜʦʙʨʝʥʠʷ ʧʨʝʜʩʪʘʚʣʷʶʪʩʷ ʪʨʫʜʳ 

ɻʸʚʭʘʨ ɻʫʩʝʡʥʦʚʦʡ, ʘʚʪʦʨʘ ʋʯʝʙʥʠʢʘ ʛʘʨʤʦʥʠʠ, ʫʯʝʙʥʳʭ ʧʦʩʦʙʠʡ ʧʦ ʛʘʨʤʦʥʠʠ, ɿʘʩʣʫʞʠʚʘʶʪ 

ʪʘʢʞʝ ʧʨʠʩʪʘʣʴʥʦʛʦ ʚʥʠʤʘʥʠʷ ʠ ʙʣʘʛʦʜʘʨʥʦʩʪʠ ʠʩʩʣʝʜʦʚʘʥʠʷ ɼʠʣʴʙʝʨ ʄʘʤʝʜʦʚʦʡ. 

çʋʧʨʘʞʥʝʥʠʷ  ʧʦ ʛʘʨʤʦʥʠʠ ʜʣʷ ʬʦʨʪʝʧʠʘʥʦ ʚ ʣʘʜʘʭ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʠè ʅʘʟʠʨʦʚʦʡ, 

ʊʦʛʜʘ ʢʘʢ ʚ ʪʫʨʝʮʢʦʡ ʤʫʟʳʢʝ, ʝʱʝ ʜʦ ʂ.ʀʣʝʨʠʜʞʠ, ʧʦʧʳʪʢʠ ʩʦʟʜʘʥʠʷ ʥʘʮʠʦʥʘʣʴʥʦʡ ʛʘʨʤʦʥʠʠ 

ʧʨʠʚʦʜʠʣʠ ʢ ʦʙʨʘʟʦʚʘʥʠʶ ʠʤʝʥʥʦ ʢʚʘʨʪʦ-ʢʚʠʥʪʦʚʦʡ, ʘ ʥʝ ʪʝʨʮʦʚʦʡ ʘʢʢʦʨʜʠʢʠ. ɺ ʯʝʤ ʧʨʠʯʠʥʘ 

ʪʘʢʦʛʦ ʧʦʜʭʦʜʘ? ʆʥʘ ʢʨʦʝʪʩʷ ʚ ʨʘʟʣʠʯʥʦʤ ʠʩʪʦʣʢʦʚʘʥʠʠ ʬʫʥʢʮʠʦʥʘʣʴʥʦʡ ʨʦʣʠ ʩʪʫʧʝʥʝʡ ʣʘʜʘ. 

ʀ ʪʫʪ ʥʝʣʴʟʷ ʧʨʦʡʪʠ ʤʠʤʦ ʠʥʪʝʨʝʩʥʦʛʦ ʠ ʛʣʫʙʦʢʦʛʦ ʧʦ ʦʭʚʘʪʫ ʧʦʩʪʘʚʣʝʥʥʳʭ ʚʦʧʨʦʩʦʚ 

ʠʩʩʣʝʜʦʚʘʥʠʷ ʫʚʘʞ. ʈʝʥʳ ʄʘʤʝʜʦʚʦʡ, ʧʦʩʚʷʱʝʥʥʦʛʦ çʇʨʦʙʣʝʤʘʤ ʬʫʥʢʮʠʦʥʘʣʴʥʦʩʪʠ ʚ 

ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʤ ʤʫʛʘʤʝè. 

ʅʫʞʥʦ ʦʪʤʝʪʠʪʴ, ʯʪʦ ʚʩʣʝʜ ʟʘ ʇʨʘʢʪʠʯʝʩʢʠʤ ʢʫʨʩʦʤ ʛʘʨʤʦʥʠʠ ʢʣʘʩʩʠʯʝʩʢʦʡ ʤʫʟʳʢʠ 

ʧʨʦʬ. ʈʫʜʦʣʴʬʘ ʚ 1938 ʛ,. ʚ ɸʟʝʨʙʘʡʜʞʘʥʝ ʥʘ ʩʝʛʦʜʥʷ ʦʧʫʙʣʠʢʦʚʘʥʳ ʠ ʠʩʧʦʣʴʟʫʶʪʩʷ ʚ ʩʠʩʪʝʤʝ 

ʤʫʟʳʢʘʣʴʥʦʛʦ ʦʙʫʯʝʥʠʷ ʚ ʧʦʣʥʦʤ ʩʤʳʩʣʝ ʩʣʦʚʘ ʫʯʝʙʥʠʢʠ ʛʘʨʤʦʥʠʠ ʫʞʝ ʥʘ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʤ 

ʷʟʢrʝ. ʕʪʦ ʪʨʫʜʳ  ʪʘʢʠʭ ʠʟʚʝʩʪʥʳʭ ʤʫʟʳʢʦʚʝʜʦʚ, ʢʘʢ ʅʘʟʠʤ ɹʘʛʠʨʦʚ, ɻʸʚʭʘʨ ɻʫʩʝʡʥʦʚʘ,  ʠ ʟʘ 

ʵʪʠ ʨʘʙʦʪʳ ʦʥʠ ʟʘʩʣʫʞʠʚʘʶʪ ʚʩʷʯʝʩʢʦʛʦ ʦʜʦʙʨʝʥʠʷ ʠ ʙʣʘʛʦʜʘʨʥʦʩʪʠ. ɺ ʪʦ ʞʝ ʚʨʝʤʷ, ʭʦʪʷ ʚ ʥʠʭ 

ʠʤʝʶʪʩʷ ʥʝʙʦʣʴʰʠʝ ʨʘʟʜʝʣʳ, ʦʩʚʝʱʘʶʱʠʝ ʥʝʢʦʪʦʨʳʝ ʦʩʦʙʝʥʥʦʩʪʠ ʛʘʨʤʦʥʠʠ 

ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʠ, ʚ ʮʝʣʦʤ ʵʪʦ ʫʯʝʙʥʠʢʠ ʢʣʘʩʩʠʯʝʩʢʦʡ ʛʘʨʤʦʥʠʠ. ʅʦ ʚʘʞʥʦ ʠ ʦʪʨʘʜʥʦ 

ʧʦʜʯʝʨʢʥʫʪʴ, ʯʪʦ ʥʘʨʷʜʫ ʩ ʵʪʠʤ ʰʠʨʦʢʦ ʠʩʧʦʣʴʟʫʶʪʩʷ ʪʘʢʞʝ ʨʘʟʣʠʯʥʳʝ ʫʯʝʙʥʳʝ ʧʦʩʦʙʠʷ ʠ 

ʤʝʪʦʜʠʯʝʩʢʠʝ ʨʘʟʨʘʙʦʪʢʠ, ʚ ʢʦʪʦʨʳʭ ʜʦʚʦʣʴʥʦ ʰʠʨʦʢʦ ʠ ʫʛʣʫʙʣʝʥʥʦ ʨʘʩʩʤʘʪʨʠʚʘʶʪʩʷ 

ʦʩʥʦʚʦʧʦʣʘʛʘʶʱʠʝ ʧʨʠʥʮʠʧʳ ʤʥʦʛʦʛʦʣʦʩʠʷ, ʪʦ ʝʩʪʴ ʛʘʨʤʦʥʠʠ ʠ ʧʦʣʠʬʦʥʠʠ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ 

ʤʫʟʳʢʠ. ʀ ʟʜʝʩʴ ʦʧʷʪʴ ʞʝ ʥʝʣʴʟʷ ʧʨʦʡʪʠ ʤʠʤʦ ʪʨʫʜʦʚ ʪʘʢʠʭ ʘʚʪʦʨʦʚ, ʢʘʢ ɻʸʚʭʘʨ ɻʫʩʝʡʥʦʚʘ , 

ʅʘʠʣʷ ʅʘʟʠʨʦʚʘ,  ɼʠʣʴʙʝʨ ʄʘʤʝʜʦʚʘ, ʠ ʜʨʫʛʠʭ. ʇʨʦʜʝʣʘʥʘ ʦʛʨʦʤʥʘʷ ʨʘʙʦʪʘ. ʆʜʥʘʢʦ ʩʯʠʪʘʪʴ, 

ʯʪʦ ʥʘ ʩʝʛʦʜʥʷ ʤʳ ʠʤʝʝʤ ʪʨʫʜ ʧʦ ʛʘʨʤʦʥʠʠ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʠ, ʧʦʜʦʙʥʳʡ  ʧʦ ʥʘʫʯʥʦʡ 

ʟʥʘʯʠʤʦʩʪʠ çʆʩʥʦʚʘʤ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʠè ʋʟ.ɻʘʜʞʠʙʝʡʣʠ, ʙʳʣʦ ʙʳ 

ʧʨʝʞʜʝʚʨʝʤʝʥʥʳʤ. 

ɺʤʝʩʪʝ ʩ ʪʝʤ, ʪʦ, ʯʪʦ ʝʱʝ ʥʝ ʚʳʚʝʜʝʥʦ ʪʝʦʨʝʪʠʯʝʩʢʠ ʚ ʚʠʜʝ ʟʘʢʦʥʯʝʥʥʦʡ ʛʘʨʤʦʥʠʯʝʩʢʦʡ 

ʩʠʩʪʝʤʳ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʠ, ʫʞʝ ʷʚʥʦ ʧʨʠʩʫʪʩʪʚʫʝʪ ʚʦ ʚʩʝʡ ʩʚʦʝʡ ʧʦʣʥʦʪʝ ʠ 

ʤʥʦʛʦʦʙʨʘʟʠʠ ʚ ʪʚʦʨʯʝʩʪʚʝ ʘʟʝʨʙʘʡʜʞʘʥʩʢʠʭ ʢʦʤʧʦʟʠʪʦʨʦʚ 
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ʆʩʤʘʥʩʢʘʷ ʠʤʧʝʨʠʷ ʚʩʝʛʜʘ ʥʘʭʦʜʠʣʘʩʴ ʚ ʢʦʥʪʘʢʪʝ ʩ ʟʘʧʘʜʥʦʡ ʢʫʣʴʪʫʨʦʡ. ʅʦ 

ʦʬʠʮʠʘʣʴʥʦ ʢʦʥʪʘʢʪʳ ʚ ʩʬʝʨʝ ʤʫʟʳʢʠ ʩʪʘʣʠ ʥʘʣʘʞʠʚʘʪʴʩʷ ʩ 19 ʚ. ʢʦʛʜʘ ʚ ʩʪʨʘʥʫ ʙʳʣʠ 

ʧʨʠʛʣʘʰʝʥʳ ʠʪʘʣʴʷʥʩʢʠʝ ʢʦʤʧʦʟʠʪʦʨʳ ʠ ʜʠʨʠʞʝʨʳ.   

ɺ ʥʦʚʳʡ ʧʝʨʠʦʜ ʇʨʝʟʠʜʝʥʪ ʊʫʨʝʮʢʦʡ ʨʝʩʧʫʙʣʠʢʠ ʄʫʩʪʘʬʘ ʂʝʤʘʣʴ ɸʪʘʪʶʨʢ ʜʘʣ 

ʫʢʘʟʘʥʠʝ ʧʦʩʣʘʪʴ ʚ ɽʚʨʦʧʫ ʜʣʷ ʠʟʫʯʝʥʠʷ ʝʚʨʦʧʝʡʩʢʦʡ ʤʫʟʳʢʠ ʧʷʪʴ ʙʫʜʫʱʠʭ ʚʠʜʥʳʭ 

ʢʦʤʧʦʟʠʪʦʨʦʚ ʠ ʤʫʟʳʢʦʚʝʜʦʚ,  ʚʧʦʩʣʝʜʩʪʚʠʠ ʦʥʠ ʫʧʦʤʠʥʘʶʪʩʷ ʢʘʢ çʊʫʨʝʮʢʘʷ ʧʷʪʝʨʢʘè 

ʉʦʚʨʝʤʝʥʥʳʝ ʢʦʤʧʦʟʠʪʦʨʳ, ʚʩʣʝʜ ʟʘ ʊʫʨʝʮʢʦʡ ʇʷʪʝʨʢʦʡ,  ʩʪʘʣʠ ʩʦʯʠʥʷʪʴ 

ʤʥʦʛʦʛʦʣʦʩʥʫʶ ʤʫʟʳʢʫ ʠ ʧʨʝʧʦʜʘʚʘʪʴ ʫʩʚʦʝʥʥʳʝ ʟʥʘʥʠʷ ʧʦ ʤʥʦʛʦʛʦʣʦʩʠʶ ʚ ʫʯʝʙʥʳʭ 

ʟʘʚʝʜʝʥʠʷʭ ʨʝʩʧʫʙʣʠʢʠ. ɺ ʠʭ ʧʨʦʠʟʚʝʜʝʥʠʷʭ, ʥʘʨʷʜʫ ʩ ʛʘʨʤʦʥʠʝʡ ʪʝʨʮʦʚʦʡ ʩʪʨʫʢʪʫʨʳ, ʫʞʝ 

ʷʚʩʪʚʝʥʥʦ ʧʨʠʩʫʪʩʪʚʫʶʪ ʛʘʨʤʦʥʠʠ ʥʘ ʦʩʥʦʚʝ ʢʚʘʨʪʳ ʠ ʢʚʠʥʪʳ, ʠʤʝʚʰʠʝ ʤʝʩʪʦ ʚ ʥʘʨʦʜʥʦʡ ʠ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʤʫʟʳʢʝ ʫʩʪʥʦʡ ʪʨʘʜʠʮʠʠ. ɺʤʝʩʪʝ ʩ ʵʪʠʤ ʦʙʥʘʨʫʞʠʚʘʝʪʩʷ ʥʝʧʨʠʚʳʯʥʘʷ ʜʣʷ 

ʩʣʫʭʦʚʦʛʦ ʚʦʩʧʨʠʷʪʠʷ ʛʘʨʤʦʥʠʯʝʩʢʘʷ ʚʝʨʪʠʢʘʣʴ, ʚ ʩʦʩʪʘʚ ʢʦʪʦʨʦʡ ʚʚʝʜʝʥʳ ʢʦʤʤʦʚʳʝ ʟʚʫʢʠ. 

ɺʩʝ ʵʪʦ ʦʙʥʘʨʫʞʠʚʘʝʪ ʥʝʦʙʭʦʜʠʤʦʩʪʴ ʚ ʩʦʟʜʘʥʠʠ ʥʦʚʦʡ ʛʘʨʤʦʥʠʯʝʩʢʦʡ ʩʠʩʪʝʤʳ, ʦʩʥʦʚʘʥʥʦʡ 

ʥʘ ʣʘʜʘʭ/ʤʘʢʘʤʘʭ ʪʫʨʝʮʢʦʡ ʤʫʟʳʢʠ. ʀʤʝʥʥʦ ʵʪʘ ʥʘʟʨʝʚʰʘʷ ʧʦʪʨʝʙʥʦʩʪʴ ʥʘʰʣʘ ʩʚʦʝ 

ʨʘʟʨʝʰʝʥʠʝ ʚ ʪʨʫʜʘʭ  ʂ.ʀʣʝʨʠʜʞʠ.  

  ʂ.ʀʣʝʨʠʜʞʠ, ʚ 1938 ʛ.  ʟʘʚʝʨʰʠʣ ʫʯʝʙʫ ʚ ʉʪʘʤʙʫʣʴʩʢʦʡ ʤʫʥʠʮʠʧʘʣʴʥʦʡ 

ʢʦʥʩʝʨʚʘʪʦʨʠʠ,. ɺ ʪʦʤ ʞʝ ʛʦʜʫ ʧʦʩʪʫʧʠʣ ʚ ɸʥʢʘʨʩʢʫʶ ʛʦʩʫʜʘʨʩʪʚʝʥʥʫʶ  ʢʦʥʩʝʨʚʘʪʦʨʠʶ ʧʦ 

ʢʣʘʩʩʫ ʢʦʤʧʦʟʠʮʠʠ. ɺ 1942 ʛʦʜʫ ʟʘʢʦʥʯʠʣ ʝʝ ʦʨʢʝʩʪʨʦʚʦʡ ʩʶʠʪʦʡ çɺ ʤʦʝʤ ʩʝʣʝè, .ʥʘʧʠʩʘʥʥʦʡ 

ʥʘ ʦʩʥʦʚʝ ʩʦʟʜʘʥʥʦʡ ʠʤ ʛʘʨʤʦʥʠʯʝʩʢʦʡ ʩʠʩʪʝʤʳ. ʈʘʙʦʪʫ ʥʘʜ ʵʪʦʡ ʩʠʩʪʝʤʦʡ ʦʥ ʥʘʯʘʣ ʚ 1935 ʛ., 

ʠ ʟʘʚʝʨʰʠʣ ʚ 1949 ʛ. ʅʘʟʚʘʥʠʝ çʊʫʨʝʮʢʘʷ ʤʫʟʳʢʘ ʩ ʪʦʯʢʠ ʟʨʝʥʠʷ ʢʦʤʧʦʟʠʮʠʠ ʠ ʝʸ ʛʘʨʤʦʥʠʷè. 

ʕʪʦʪ ʪʨʫʜ ʙʳʣ ʦʧʫʙʣʠʢʦʚʘʥ 20 ʣʝʪ ʩʧʫʩʪʷ ʚ 1970 ʛ..  ɿʘʪʝʤ ʚ 1974 ʛ. ʙʳʣʘ ʚʳʧʫʱʝʥʘï ʚʪʦʨʘʷ 

ʂʥʠʛʘ ʂʝʤʘʣʷ ʀʣʝʨʠʯʠ - çʉʠʩʪʝʤʘ ʪʝʨʮʦʚʦʡ ʛʘʨʤʦʥʠʠ ʚ ʜʝʡʩʪʚʠʠè . ɺ ʵʪʦʡ ʢʥʠʛʝ ʢʨʘʪʢʦ 

ʠʟʣʦʞʝʥ ʢʫʨʩ ʟʘʧʘʜʥʦʝʚʨʦʧʝʡʩʢʦʡ ʢʣʘʩʩʠʯʝʩʢʦʡ ʛʘʨʤʦʥʠʠ ʩ ʘʢʮʝʥʪʦʤ ʥʘ ʫʩʪʦʠ ʠ ʥʝʫʩʪʦʠ 

ʩʪʫʧʝʥʝʡ ʣʘʜʦʚʳʭ ʟʚʫʢʦʨʷʜʦʚ.  ʚ 1975 ʛʦʜʫ ʂʝʤʘʣʴ ʀʣʝʨʠʯʠ ʟʘʚʝʨʰʠʣ ʩʚʦʶ ʪʨʝʪʴʶ ʢʥʠʛʫ ʧʦʜ 

ʟʘʛʦʣʦʚʢʦʤ çʄʥʦʛʦʛʦʣʦʩʥʘʷ  ʪʫʨʝʮʢʘʷ ʤʫʟʳʢʘè. ʅʦ ʵʪʦʪ ʪʨʫʜ ʥʝ ʙʳʣ ʦʧʫʙʣʠʢʦʚʘʥ. ʂʘʢ 

ʩʦʦʙʱʠʣ ʤʥʝ ʫʚʘʞ. ʇʨʦʬ.ʄʝʣʠʢ ʕʨʪʫʛʨʫʣ ɹʘʡʨʘʢʪʘʨʢʘʪʘʣ, ʵʪʘ ʢʥʠʛʘ ʧʨʝʜʩʪʘʚʣʷʝʪ  ʩʦʙʦʡ 

ʨʘʩʰʠʨʝʥʥʳʡ ʚʘʨʠʘʥʪ ʧʝʨʚʦʡ ʢʥʠʛʠ.   

ʂʦʤʤʘ ʚ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʝ ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʙʦʡ ʧʨʠʤʝʨʥʦ ı ʮʝʣʦʛʦ ʪʦʥʘ ʠʣʠ İ 

ʧʦʣʫʪʦʥʘ. ɸ ʢʦʤʤʘ ʚ ʪʫʨʝʮʢʦʡ ʢʣʘʩʩʠʯʝʩʢʦʡ ʤʫʟʳʢʝ ï ʵʪʦ 1/9 ʯʘʩʪʴ ʮʝʣʦʛʦ ʪʦʥʘ.  

ɺ ʢʘʯʝʩʪʚʝ ʦʙʲʝʢʪʘ ʛʘʨʤʦʥʠʟʘʮʠʠ ʂ.ʀʣʝʨʠʜʞʠ ʙʳʣʘ ʚʳʙʨʘʥʘ ʚ ʦʩʥʦʚʥʦʤ ʥʘʨʦʜʥʘʷ ʤʫʟʳʢʘ 

(ʪʶʨʢʶʣʷʨ). ʆʩʥʦʚʦʡ ʜʣʷ ʩʦʟʜʘʥʠʷ ʛʘʨʤʦʥʠʯʝʩʢʠʭ ʩʪʨʫʢʪʫʨ ʚʳʩʪʫʧʘʶʪ 1. ï ʠʥʪʝʨʚʘʣʴʥʦʝ 

ʩʪʨʦʝʥʠʝ ʤʘʢʘʤʦʚ, ʠ 2 ï ʬʫʥʢʮʠʦʥʘʣʴʥʳʝ ʦʩʦʙʝʥʥʦʩʪʠ ʩʪʫʧʝʥʝʡ ʟʚʫʢʦʨʷʜʦʚ ʵʪʠʭ ʣʘʜʦʚ. 

ʀʤʝʥʥʦ ʚ ʵʪʦʡ ʦʙʣʘʩʪʠ, ʚ ʦʧʨʝʜʝʣʝʥʠʠ ʬʫʥʢʮʠʦʥʘʣʴʥʳʭ ʟʥʘʯʝʥʠʡ ʣʘʜʦʚʳʭ ʩʪʫʧʝʥʝʡ 

ʀʣʝʨʠʜʞʠ ʚʳʜʚʠʥʫʣ ʧʦʣʦʞʝʥʠʷ, ʧʦʩʣʫʞʠʚʰʠʝ ʦʩʥʦʚʦʡ ʜʣʷ ʩʦʟʜʘʥʠʷ ʛʘʨʤʦʥʠʯʝʩʢʦʡ 

ʢʦʥʮʝʧʮʠʠ ʠʤʝʥʥʦ ʢʚʘʨʪʦʚʦʛʦ ʩʪʨʦʝʥʠʷ.  

ɺ ʢʘʯʝʩʪʚʝ ʤʘʢʘʤʘ-ʦʙʨʘʟʮʘ ʙʳʣ ʚʳʙʨʘʥ ʤʘʢʘʤ ʍʫʩʝʡʥʠ, ʪʘʢ ʢʘʢ, ʧʦ ʩʣʦʚʘʤ ʘʚʪʦʨʘ, 

ʙʦʣʴʰʠʥʩʪʚʦ ʪʫʨʝʮʢʦʡ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʠ ʩʦʟʜʘʥʦ ʥʘ ʝʛʦ ʦʩʥʦʚʝè.  

 
ʇʨʝʞʜʝ ʚʩʝʛʦ ʘʚʪʦʨ ʚʳʜʝʣʷʝʪ ʫʩʪʦʡʯʠʚʳʝ ʠ ʥʝʫʩʪʦʡʯʠʚʳʝ ʩʪʫʧʝʥʠ,  ʠʭ ʪʷʛʦʪʝʥʠʷ. 

ʆʪʜʝʣʴʥʦ ʨʘʩʩʤʘʪʨʠʚʘʝʪʩʷ ʚʝʨʭʥʠʡ ʪʝʪʨʘʭʦʨʜ ʠ ʥʠʞʥʠʡ ʪʝʪʨʘʭʦʨʜ . 
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ʥʠʞʥʷʷ ʯʘʩʪʴ ʩ.22.  

ʧʨʠ ʩʦʚʤʝʩʪʥʦʤ ʘʥʘʣʠʟʝ ʥʠʞʥʝʛʦ ʠ ʚʝʨʭʥʝʛʦ ʪʝʪʨʘʭʦʨʜʘ ʦʧʨʝʜʝʣʷʶʪʩʷ ʚʩʝ ʫʩʪʦʡʯʠʚʳʝ ʟʚʫʢʠ, 

ʢ ʢʦʪʦʨʳʤ ʪʷʛʦʪʝʝʪ ʩʦʦʪʚʝʪʩʪʚʫʶʱʠʡ ʥʝʫʩʪʦʡʯʠʚʳʡ ʟʚʫʢ.  

 
ʆʙʨʘʪʠʤ ʚʥʠʤʘʥʠʝ ʥʘ ʩʘʤ ʟʚʫʢʦʨʷʜ. ʂʘʢ ʧʦ ʧʠʩʴʤʫ, ʪʘʢ ʠ ʧʦ ʟʚʫʯʘʥʠʶ, ʦʪʜʘʣʝʥʥʦ 

ʥʘʧʦʤʠʥʘʝʪ ʜʨʝʚʥʝʛʨʝʯʝʩʢʠʡ ʜʦʨʠʡʩʢʠʡ ʣʘʜ. ʆʜʥʘʢʦ ʧʨʠ ʦʧʨʝʜʝʣʝʥʠʠ ʬʫʥʢʮʠʦʥʘʣʴʥʳʭ 

ʟʥʘʯʝʥʠʡ ʩʪʫʧʝʥʝʡ, ʠ ʢʘʢʠʝ ʠʟ ʥʠʭ ʷʚʣʷʶʪʩʷ ʫʩʪʦʡʯʠʚʳʤʠ, ʘ ʢʘʢʠʝ ʥʝʫʩʪʦʡʯʠʚʳʤʠ, 

ʦʙʥʘʨʫʞʠʚʘʝʪʩʷ ʩʫʱʝʩʪʚʝʥʥʘʷ ʨʘʟʥʠʮʘ.  

 
ʇʝʨʚʘʷ ʩʪʫʧʝʥʴ ïʊʆʅʀʂɸ,  ʫʩʪʦʡʯʠʚʘʷ ʩʪʫʧʝʥʴ. 

ɺʪʦʨʘʷ ʩʪʫʧʝʥʴ ïɺʝʨʭʥʠʡ ʪʦʥ ʪʦʥʠʢʠ, ʥʝʫʩʪʦʡʯʠʚʘʷ ʩʪʫʧʝʥʴ, ʪʷʛʦʪʝʝʪ ʢ ʧʝʨʚʦʡ. 

ʊʨʝʪʴʷ ʩʪʫʧʝʥʴ ïʉʨʝʜʥʷʷ ʩʪʫʧʝʥʴ/ʤʝʜʠʘʥʪʘ, ʥʝʫʩʪʦʡʯʠʚʘʷ ʩʪʫʧʝʥʴ, ʯʘʩʪʦ ʠʤʝʝʪ 

ʪʝʥʜʝʥʮʠʶ ʜʚʠʛʘʪʴʩʷ ʚ ʥʘʧʨʘʚʣʝʥʠʠ ʢ 4 ʩʪʫʧʝʥʠ.  

ʏʝʪʚʝʨʪʘʷ ʩʪʫʧʝʥʴ ï ɽʩʣʠ ʟʚʫʢʦʨʷʜ ʦʙʨʘʟʦʚʘʥ ʠʟ ʪʝʪʨʘʭʦʨʜʘ ʠ ʜʦʙʘʚʣʝʥʥʦʛʦ ʢ ʥʝʤʫ 

ʧʝʥʪʘʭʦʨʜʘ, ʪʦ ʝʝ ʥʘʟʳʚʘʶʪ g¿­l¿, ʠʣʠ, ʢʘʢ ʤʳ ʫʚʠʜʠʤ ʧʦʟʞʝ, ʜʦʤʠʥʘʥʪʦʡ. ʀʤʝʝʪ ʫʩʪʦʡʯʠʚʫʶ 

ʧʨʠʨʦʜʫ. 

ʇʷʪʘʷ ʩʪʫʧʝʥʴ ïɽʩʣʠ ʟʚʫʢʦʨʷʜ ʦʙʨʘʟʦʚʘʥ ʠʟ ʪʝʪʨʘʭʦʨʜʘ ʠ ʜʦʙʘʚʣʝʥʥʦʛʦ ʢ ʥʝʤʫ 

ʧʝʥʪʘʭʦʨʜʘ, ʪʦ ʝʝ ʥʘʟʳʚʘʶʪ g¿­l¿ ¿st¿, ʠʣʠ ʚʝʨʭʥʠʡ ʪʦʥ ʜʦʤʠʥʘʥʪʳ, ʠ ʥʘʦʙʦʨʦʪ, ʝʩʣʠ ʟʚʫʢʦʨʷʜ 

ʦʙʨʘʟʦʚʘʥ ʠʟ ʧʝʥʪʘʭʦʨʜʘ ʠ ʜʦʙʘʚʣʝʥʥʦʛʦ ʢ ʥʝʤʫ ʪʝʪʨʘʭʦʨʜʘ, ʪʦ ʝʝ ʥʘʟʳʚʘʶʪ g¿­l¿, ʠʣʠ , ʢʘʢ 

ʤʳ ʫʚʠʜʠʤ ʧʦʟʞʝ, ʜʦʤʠʥʘʥʪʦʡ. ɼʣʷ ʚʝʨʭʥʝʛʦ ʪʝʪʨʘʭʦʨʜʘ ʵʪʘ ʩʪʫʧʝʥʴ ʥʦʩʠʪ ʬʫʥʢʮʠʶ 

ʚʩʧʦʤʦʛʘʪʝʣʴʥʦʡ ʪʦʥʠʢʠ.  

ʐʝʩʪʘʷ ʩʪʫʧʝʥʴ ï ɺ ʣʘʜʘʭ, ʛʜʝ ʧʷʪʘʷ ʩʪʫʧʝʥʴ ʷʚʣʷʝʪʩʷ ʜʦʤʠʥʘʥʪʦʡ, ʝʝ ʥʘʟʳʚʘʶʪ g¿­l¿ 

¿st¿, ʠʣʠ ʚʝʨʭʥʠʡ ʪʦʥ ʜʦʤʠʥʘʥʪʳ. ɺ ʥʝʢʦʪʦʨʳʭ ʣʘʜʘʭ ʦʥʘ ʥʦʩʠʪ ʬʫʥʢʮʠʶ asma karar perdesi/ 

ʩʪʫʧʝʥʴ ʥʝʩʦʚʝʨʰʝʥʥʦʡ ʠʣʠ ʧʦʣʦʚʠʥʥʦʡ ʢʘʜʝʥʮʠʠ. 

ʉʝʜʴʤʘʷ ʩʪʫʧʝʥʴ ï ʥʠʞʥʠʡ ʚʚʦʜʥʳʡ ʪʦʥ ʪʦʥʠʢʠ. 

ɺʦʩʴʤʘʷ ʩʪʫʧʝʥʴ ïɺʝʨʭʥʷʷ ʪʦʥʠʢʘ, ʢʘʢ ʠ ʧʝʨʚʘʷ ʩʪʫʧʝʥʴ, ʷʚʣʷʝʪʩʷ ʫʩʪʦʡʯʠʚʦʡ. 

ʀʩʭʦʜʷ ʠʟ ʵʪʠʭ ʜʦʚʦʜʦʚ, ʂ.ʀʣʝʨʠʜʞʠ ʬʦʨʤʠʨʫʝʪ ʦʩʥʦʚʥʦʝ ʧʦʣʦʞʝʥʠʝ ʚ ʢʘʯʝʩʪʚʝ 

ʦʪʧʨʘʚʥʦʡ ʪʦʯʢʠ ʩʚʦʝʡ ʛʘʨʤʦʥʠʯʝʩʢʦʡ ʩʠʩʪʝʤʳ.  çʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʷʩʥʦ ʚʠʜʥʦ, ʯʪʦ ʪʫʨʝʮʢʠʝ 

ʤʘʢʘʤʳ ʦʙʨʘʟʫʶʪʩʷ ʠʟ ʢʚʘʨʪ, ʫʩʪʘʥʦʚʣʝʥʥʳʭ ʦʜʥʘ ʥʘʜ ʜʨʫʛʦʡéʬʫʥʢʮʠʦʥʘʣʴʥʘʷ ʨʦʣʴ 

ʩʪʫʧʝʥʝʡ ʤʘʢʘʤʘ ʠʥʘʷ, ʠ ʛʘʨʤʦʥʠʠ, ʩʢʣʘʜʳʚʘʶʱʠʝʩʷ ʠʟ ʵʪʠʭ ʩʪʫʧʝʥʝʡ , ʪʘʢʞʝ ʙʫʜʫʪ ʠʥʳʤʠè. 
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ʕʪʦ ʫʩʣʦʚʠʝ ʧʨʝʜʦʧʨʝʜʝʣʷʝʪ ʙʫʜʫʱʝʝ ʩʪʨʦʝʥʠʝ ʛʘʨʤʦʥʠʯʝʩʢʦʡ ʚʝʨʪʠʢʘʣʠ, ʪʦ ʝʩʪʴ ʧʦ 

ʢʚʘʨʪʘʤ ʠ ʢʚʠʥʪʘʤ. ʀ  ʚʦʟʤʦʞʥʦ, ʠʤʝʥʥʦ ʩ ʵʪʦʛʦ ʤʦʤʝʥʪʘ ʦʙʥʘʨʫʞʠʚʘʝʪʩʷ ʨʘʟʥʠʮʘ ʚ ʧʫʪʷʭ ʠ 

ʩʧʦʩʦʙʘʭ ʚʳʚʝʜʝʥʠʷ ʩʠʩʪʝʤʳ ʥʘʮʠʦʥʘʣʴʥʦʡ ʛʘʨʤʦʥʠʠ ʪʦʛʦ ʠʣʠ ʠʥʦʛʦ ʪʶʨʢʩʢʦʛʦ ʥʘʨʦʜʘ ʥʘ 

ʦʩʥʦʚʝ ʣʘʜʦʚʳʭ ʦʩʦʙʝʥʥʦʩʪʝʡ ʝʛʦ ʤʫʟʳʢʠ, ʚʢʣʶʯʘʷ ʠ ʘʟʝʨʙʘʡʜʞʘʥʩʢʫʶ ʤʫʟʳʢʫ, ʆʩʥʦʚʳʚʘʷʩʴ 

ʥʘ ʨʷʜʝ ʧʦʣʦʞʝʥʠʡ ʋʟ.ɻʘʜʞʠʙʝʡʣʠ  ʦ ʛʘʨʤʦʥʠʠ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʠ, ʤʦʞʥʦ ʩ 

ʜʦʩʪʘʪʦʯʥʦʡ ʩʪʝʧʝʥʴʶ ʫʚʝʨʝʥʥʦʩʪʠ ʧʨʝʜʧʦʣʦʞʠʪʴ, ʯʪʦ ʚ ʩʚʦʝʤ ʪʨʫʜʝ ʦ ʛʘʨʤʦʥʠʠ ʚʝʣʠʢʠʡ 

ʘʟʝʨʙʘʡʜʞʘʥʩʢʠʡ ʫʯʝʥʳʡ ʠ ʪʝʦʨʝʪʠʢ ʤʫʟʳʢʠ ʩʣʝʜʦʚʘʣ ʘʥʘʣʦʛʠʯʥʳʤ ʧʫʪʝʤ. ʎʠʪʠʨʫʶ - : 

çʩʫʱʝʩʪʚʫʝʪ ʤʥʝʥʠʝ, ʯʪʦ ʝʩʣʠ ʢ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʝ, ʦʜʥʦʛʦʣʦʩʥʦʡ ʧʦ ʩʚʦʝʡ ʧʨʠʨʦʜʝ, 

ʧʨʠʣʦʞʠʪʴ ʛʘʨʤʦʥʠʶ, ʪʦ ʚʩʝ ʝʝ ʣʘʜʦʚʳʝ ʦʩʦʙʝʥʥʦʩʪʠ ʙʫʜʫʪ ʩʚʝʜʝʥʳ ʢ ʥʫʣʶè. ʂʘʢʫʶ 

ʛʘʨʤʦʥʠʶ ʠʤʝʝʪ ʚ ʚʠʜʫ ʋʟʝʠʨ ɻʘʜʞʠʙʝʡʣʠ? ʈʘʟʫʤʝʝʪʩʷ, ʢʣʘʩʩʠʯʝʩʢʫʶ, ʮʠʪʠʨʫʶ ʜʘʣʴʰʝ: 

ʅʝʫʤʝʣʦʝ ʧʨʠʣʦʞʝʥʠʝ ʛʘʨʤʦʥʠʠ ʢ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʝʣʦʜʠʠ ʤʦʞʝʪ ʠʟʤʝʥʠʪʴ ʝʝ ʭʘʨʘʢʪʝʨ, 

ʥʝʡʪʨʘʣʠʟʦʚʘʪʴ ʷʨʢʦʩʪʴ ʝʝ ʣʘʜʦʚʳʭ ʦʩʦʙʝʥʥʦʩʪʝʡ ʠ ʜʘʞʝ ʦʧʦʰʣʠʪʴ. ʅʦ ʵʪʦ ʥʝ ʜʦʢʘʟʳʚʘʝʪ, ʯʪʦ 

ʘʟʝʨʙʘʡʜʞʘʥʩʢʘʷ ʤʫʟʳʢʘ ʜʦʣʞʥʘ ʦʩʪʘʚʘʪʴʩʷ ʥʘ ʚʝʢʠ ʚʝʢʦʚ ʦʜʥʦʛʦʣʦʩʥʦʡ. ʉʪʨʦʡʥʘʷ ʩʠʩʪʝʤʘ 

ʘʟʝʨʙʘʡʜʞʘʥʩʢʠʭ ʣʘʜʦʚ ʠ ʩʪʨʦʛʠʝ ʟʘʢʦʥʳ ʦʙʨʘʟʦʚʘʥʠʷ ʦʩʤʳʩʣʝʥʥʦʡ ʤʝʣʦʜʠʠ ʥʝ ʪʦʣʴʢʦ ʥʝ 

ʧʨʝʧʷʪʩʪʚʫʶʪ ʚʚʝʜʝʥʠʶ ʤʥʦʛʦʛʦʣʦʩʠʷ, ʘ ʥʘʦʙʦʨʦʪ, ʧʨʝʜʩʪʘʚʣʷʶʪ ʩʦʙʦʡ ʢʨʝʧʢʠʡ ʬʫʥʜʘʤʝʥʪ 

ʜʣʷ ʩʪʨʦʠʪʝʣʴʩʪʚʘ ʢʨʫʧʥʳʭ ʤʥʦʛʦʛʦʣʦʩʥʳʭ ʬʦʨʤ, ʦʩʥʦʚʘʥʥʳʭé ʥʘ ʞʠʚʳʭ ʠ ʞʠʟʥʝʩʧʦʩʦʙʥʳʭ 

ʣʘʜʘʭ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʥʘʨʦʜʥʦʡ ʤʫʟʳʢʠè. ʀʤʝʥʥʦ ʵʪʦ ʠ ʙʳʣʦ ʧʨʦʜʝʣʘʥʦ ʂ.ʀʣʝʨʠʜʞʠ ʚ ʝʛʦ 

ʧʝʨʚʦʡ ʢʥʠʛʝ  

ɽʩʣʠ ʜʚʘ ʢʨʫʧʥʳʭ ʫʯʝʥʳʭ-ʤʫʟʳʢʦʚʝʜʘ ʧʨʠʜʝʨʞʠʚʘʶʪʩʷ ʝʜʠʥʳʭ ʧʨʠʥʮʠʧʦʚ ʧʦ ʚʦʧʨʦʩʫ 

ʤʥʦʛʦʛʦʣʦʩʠʷ ʥʘʮʠʦʥʘʣʴʥʦʡ ʤʫʟʳʢʠ, ʵʪʦ ʛʦʚʦʨʠʪ ʦ ʪʦʤ, ʯʪʦ ʩ ʠʟʚʝʩʪʥʦʡ ʜʦʣʝʡ ʚʝʨʦʷʪʥʦʩʪʠ 

ʨʘʟʨʘʙʦʪʢʘ ʚʦʧʨʦʩʦʚ ʦ ʛʘʨʤʦʥʠʠ ʘʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʤʫʟʳʢʠ ʚʦ ʚʪʦʨʦʤ ʥʘʫʯʥʦʤ ʪʨʫʜʝ 

ʋʟ.ɻʘʜʞʠʙʝʡʣʠ ʚ ʮʝʣʦʤ ʧʨʦʠʩʭʦʜʠʣʘ ʧʦ ʪʦʡ ʞʝ ʩʭʝʤʝ. ʀ ʦʜʥʦʚʨʝʤʝʥʥʦ ʧʨʠʚʦʜʷʪ ʢ ʤʳʩʣʠ ʦ 

ʪʦʤ, ʯʪʦ ʜʘʥʥʳʝ ʧʨʠʥʮʠʧʳ ʧʨʝʪʝʥʜʫʶʪ ʥʘ ʚʩʝʦʙʱʥʦʩʪʴ ʚ ʦʪʥʦʰʝʥʠʠ ʤʥʦʛʦʛʦʣʦʩʠʷ ʚ ʤʫʟʳʢʠ 

ʠ ʜʨʫʛʠʭ ʪʶʨʩʢʠʭ ʥʘʨʦʜʦʚ, ʠʤʝʶʱʠʭ ʩʘʤʦʙʳʪʥʳʝ ʣʘʜʦʚʳʝ ʟʚʫʢʦʨʷʜʳ. 

ɼʘʣʝʝ, ʩ ʮʝʣʴʶ ʙʦʣʝʝ ʥʘʛʣʷʜʥʦʛʦ ʧʦʥʠʤʘʥʠʷ ʣʘʜʦʚʳʭ ʦʩʦʙʝʥʥʦʩʪʝʡ ʪʫʨʝʮʢʦʡ ʤʫʟʳʢʠ, 

ʘʚʪʦʨ ʧʨʦʚʦʜʠʪ ʩʨʘʚʥʝʥʠʝ ʤʝʞʜʫ ʟʚʫʢʦʨʷʜʦʤ ʚ ʜʦ ʤʘʞʦʨʥʦʤ ʣʘʜʫ ʝʚʨʦʧʝʡʩʢʦʡ ʤʫʟʳʢʠ ʠ 

ʟʚʫʢʦʨʷʜʦʤ ʤʘʢʘʤʘ ʍʫʩʝʡʥʠ.  

ɼʆ ʄɸɾʆʈ 

 1, 3, 5 ʠ 8 ʩʪʫʧʝʥʠ  ʷʚʣʷʶʪʩʷ ʫʩʪʦʡʯʠʚʳʤʠ, ʘ 5, 7,2,4 ʠ 6 ʩʪʫʧʝʥʠ ï ʥʝʫʩʪʦʡʯʠʚʳʤʠ.  

ʆʪʩʶʜʘ ʜʝʣʘʝʪʩʷ ʚʳʚʦʜ, ʯʪʦ ʛʘʨʤʦʥʠʷ ʟʘʧʘʜʥʦʡ ʤʫʟʳʢʠ ʦʩʥʦʚʘʥʘ ʥʘ ʪʝʨʮʠʷʭ,. 

ɺ ʨʝʟʫʣʴʪʘʪʝ ʩʨʘʚʥʠʪʝʣʴʥʦʛʦ ʘʥʘʣʠʟʘ, ʘʚʪʦʨ ʦʪʤʝʯʘʝʪ: 

1. ʇʝʨʚʘʷ ʩʪʫʧʝʥʴ: ʫʩʪʦʡʯʠʚʘʷ ʚ ʦʙʦʠʭ ʟʚʫʢʦʨʷʜʘʭ. 

2. ɺʪʦʨʘʷ ʩʪʫʧʝʥʴ: ʥʝʫʩʪʦʡʯʠʚʘʷ ʚ ʦʙʦʠʭ ʟʚʫʢʦʨʷʜʘʭ 

3. ʊʨʝʪʴʷ ʩʪʫʧʝʥʴ: ɺ ʤʘʞʦʨʝ ʫʩʪʦʡʯʠʚʘʷ, ʚ ʍʫʩʝʡʥʠ ï ʥʝʫʩʪʦʡʯʠʚʘʷ. 

4. ʏʝʪʚʝʨʪʘʷ ʩʪʫʧʝʥʴ: ʚ ʤʘʞʦʨʝ ʥʝʫʩʪʦʡʯʠʚʘʷ, ʚ ʍʫʩʝʡʥʠ ï ʫʩʪʦʡʯʠʚʘʷ. 

5. ʇʷʪʘʷ ʩʪʫʧʝʥʴ: ɺ ʤʘʞʦʨʝ ʥʝʩʢʦʣʴʢʦ ʫʩʪʦʡʯʠʚʘʷ, ʥʦ ʚ ʦʩʥʦʚʥʦʤ ï ʥʝʫʩʪʦʡʯʠʚʘʷ. ʊʦʛʜʘ 

ʢʘʢ ʚ ʍʫʩʝʡʥʠ, ʵʪʘ ʩʪʫʧʝʥʴ ʚʘʞʥʳʡ ʫʩʪʦʡ. 

6. ʐʝʩʪʘʷ ʩʪʫʧʝʥʴ:  ɺ ʦʙʦʠʭ ʩʣʫʯʘʷʭ ʥʝʫʩʪʦʡʯʠʚʘʷ ʩʪʫʧʝʥʴ  

7. ʉʝʜʴʤʘʷ ʩʪʫʧʝʥʴ: ɺ ʦʙʦʠʭ ʩʣʫʯʘʷʭ ʥʝʫʩʪʦʡʯʠʚʘʷ ʩʪʫʧʝʥʴ,  

8. ɺʦʩʴʤʘʷ ʩʪʫʧʝʥʴ: ɺ ʦʙʦʠʭ ʩʣʫʯʘʷʭ ʫʩʪʦʡʯʠʚʘʷ ʩʪʫʧʝʥʴ,  

ʌʆʈʄʀʈʆɺɸʅʀɽ ʀ ʉʊʈʆɽʅʀɽ ɸʂʂʆʈɼʆɺ ɺ ʄɸʂɸʄɽ ʍʋʉɽʁʅʀ 
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ɿʘʚʝʨʰʠʚ ʨʘʟʨʘʙʦʪʢʫ ʬʫʥʢʮʠʦʥʘʣʴʥʳʭ ʟʥʘʯʝʥʠʡ ʩʪʫʧʝʥʝʡ ʣʘʜʘ ʍʫʩʝʡʥʠ, ʂ.ʀʣʝʨʠʜʞʠ 

ʧʨʠʩʪʫʧʘʝʪ ʢ ʬʦʨʤʠʨʦʚʘʥʠʶ ʛʘʨʤʦʥʠʯʝʩʢʠʭ ʚʝʨʪʠʢʘʣʝʡ. 

ɻʘʨʤʦʥʠʠ  ʪʘʢʞʝ ʧʦʜʨʘʟʜʝʣʷʶʪʩʷ  ʥʘ ʫʩʪʦʡʯʠʚʳʝ ʠ ʥʝʫʩʪʦʡʯʠʚʳʝ.  

 
ɽʩʣʠ ʨʘʩʧʦʣʦʞʠʪʴ ʢʚʘʨʪʳ ʦʜʥʫ ʥʘʜ ʜʨʫʛʦʡ, ʪʦ ʦʙʨʘʟʫʝʪʩʷ ʢʚʘʨʪʦʚʘʷ ʫʩʪʦʡʯʠʚʘʷ ʬʦʨʤʘ, 

ʝʩʣʠ ʩʜʝʣʘʪʴ ʪʦ ʞʝ ʩʘʤʦʝ ʢʚʠʥʪʘʤʠ, ʪʦ ʦʙʨʘʟʫʝʪʩʷ ʥʝʫʩʪʦʡʯʠʚʘʷ ʢʚʠʥʪʦʚʘʷ ʬʦʨʤʘ. ʋʩʪʦʡʯʠʚʳʡ 

ʘʢʢʦʨʜ ʧʦʩʪʨʦʝʥ ʪʘʢ, ʯʪʦ ʚ ʙʘʩʫ ʥʘʭʦʜʠʪʩʷ ʧʷʪʘʷ ʩʪʫʧʝʥʴ ï ʅʦʪʘ ʄʠ, ʩʘʤʘʷ ʫʩʪʦʡʯʠʚʘʷ ʧʦ 

ʩʚʦʝʤʫ ʭʘʨʘʢʪʝʨʫ, ʘ ʚ ʙʘʩʫ ʥʝʫʩʪʦʡʯʠʚʦʛʦ ʘʢʢʦʨʜʘ ʥʘʭʦʜʠʪʩʷ ʥʦʪʘ ʉʠ ï ʥʘʠʙʦʣʝʝ ʥʝʫʩʪʦʡʯʠʚʘʷ 

ʩʪʫʧʝʥʴ ʣʘʜʘ.  

 
ɿʜʝʩʴ ʘʚʪʦʨ ʧʦʜʭʦʜʠʪ ʢ ʦʜʥʦʤʫ ʠʟ ʚʘʞʥʝʡʰʠʭ ʧʦʩʪʫʣʘʪʦʚ ʛʘʨʤʦʥʠʠ, ʘ ʠʤʝʥʥʦ ʢ 

ʬʫʥʢʮʠʷʤ ʛʣʘʚʥʳʭ ʩʪʫʧʝʥʝʡ ʠ ʘʢʢʦʨʜʦʚ ʣʘʜʘ,. ʪʦ ʝʩʪʴ T, D ʠ S. 

1. ʊʦʥʠʢʘ, ʚʳʨʘʞʘʝʪ ʫʩʪʦʡʯʠʚʦʩʪʴ, ʨʘʟʨʷʜʢʫ ʠ ʟʘʚʝʨʰʝʥʠʝ. ʕʪʦ ʧʝʨʚʘʷ ʩʪʫʧʝʥʴ 

ʣʘʜʘ -ʃʗ 

2. ɼʦʤʠʥʘʥʪʘ, ʚʳʨʘʞʘʝʪ ʜʚʠʞʝʥʠʝ, ʫʩʧʝʰʥʦʩʪʴ, ʙʣʝʩʢ ʠ ʩʠʣʫ. ʕʪʦ ʪʨʝʪʴʷ ʩʪʫʧʝʥʴ 

ʣʘʜʘ ï ɼʆ. 

3. ʉʫʙʜʦʤʠʥʘʥʪʘ, ʚ ʧʨʦʪʠʚʦʧʦʣʦʞʥʦʩʪʴ ʜʦʤʠʥʘʥʪʝ , ʦʪʣʠʯʘʝʪʩʷ ʧʦʢʦʨʥʦʩʪʴʶ, 

ʥʝʷʨʢʦʩʪʴʶ, . ʕʪʦ ʰʝʩʪʘʷ ʩʪʫʧʝʥʴ ʣʘʜʘ ʌɸ ɼʀɽɿ. 

ɼʨʫʛʠʝ ʩʪʫʧʝʥʠ ʦʭʘʨʘʢʪʝʨʠʟʦʚʘʥʳ ʢʘʢ ʚʩʧʦʤʦʛʘʪʝʣʴʥʳʝ ʦʪ ʵʪʠʭ ʛʣʘʚʥʳʭ ʩʪʫʧʝʥʝʡ.  

ɸʚʪʦʨ ʧʨʠʚʦʜʠʪ ʩʨʘʚʥʠʪʝʣʴʥʫʶ ʪʘʙʣʠʮʫ ʬʫʥʢʮʠʦʥʘʣʴʥʳʭ ʟʥʘʯʝʥʠʡ ʩʪʫʧʝʥʝʡ ʣʘʜʦʚʳʭ 

ʟʚʫʢʦʨʷʜʦʚ ʩʚʦʝʡ ʩʠʩʪʝʤʳ ʠ ʢʣʘʩʩʠʯʝʩʢʦʡ. 

ʊʦ ʝʩʪʴ ʥʘʟʚʘʥʠʷ ʦʜʥʠʭ ʠ ʪʝʭ ʞʝ ʩʪʫʧʝʥʝʡ ʣʘʜʘ ʨʘʟʥʳʝ. 

  ʉʠʩʪʝʤʘ ʂ.ʀʣʝʨʠʜʞʠ ʉʠʩʪʝʤʘ ɽʚʨʦʧʝʡʩʢʦʡ ʤʫʟʳʢʠ 

1 ʩʪʫʧʝʥʴ  ʊʦʥʠʢʘ ʊʦʥʠʢʘ 

2 ʩʪʫʧʝʥʴ ʅʠʞʥʠʡ ʚʩʧʦʤʦʛʘʪʝʣʴʥʳʡ ʪʦʥ 

ʜʦʤʠʥʘʥʪʳ 

ɺʝʨʭʥʠʡ ʚʚʦʜʥʳʡ ʪʦʥ 

3 ʩʪʫʧʝʥʴ ɼʦʤʠʥʘʥʪʘ ʄʝʜʠʘʥʪʘ 

4 ʩʪʫʧʝʥʴ ʅʠʞʥʠʡ ʚʩʧʦʤʦʛʘʪʝʣʴʥʳʡ ʪʦʥ 

ʪʦʥʠʢʠ 

ʉʫʙʜʦʤʠʥʘʥʪʘ 

5 ʩʪʫʧʝʥʴ ɺʝʨʭʥʠʡ ʚʩʧʦʤʦʛʘʪʝʣʴʥʳʡ ʪʦʥ 

ʪʦʥʠʢʠ 

ɼʦʤʠʥʘʥʪʘ 
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6 ʩʪʫʧʝʥʴ ʉʫʙʜʦʤʠʥʘʥʪʘ ʉʫʙʤʝʜʠʘʥʪʘ 

7 ʩʪʫʧʝʥʴ ɺʩʧʦʤʦʛʘʪʝʣʴʥʳʡ ʪʦʥ ʜʦʤʠʥʘʥʪʳ ʅʠʞʥʠʡ ʚʚʦʜʥʳʡ ʪʦʥ ʪʦʥʠʢʠ 

 ɹʘʩʦʚʳʝ ʟʚʫʢʠ ʠʤʝʶʪ ʦʧʨʝʜʝʣʷʶʱʝʝ ʟʥʘʯʝʥʠʝ ʚ ʠʟʣʦʞʝʥʠʠ ʘʢʢʦʨʜʘ ʜʣʷ ʝʛʦ ʪʦʯʥʦʛʦ 

ʥʘʟʚʘʥʠʷ ʧʦ ʦʙʨʘʱʝʥʠʶ. ʀʣʝʨʠʜʞʠ ʚ ʢʘʯʝʩʪʚʝ ʦʩʥʦʚʥʦʛʦ ʪʦʥʘ ʫʩʪʦʡʯʠʚʦʛʦ ʘʢʢʦʨʜʘ 

ʠʩʧʦʣʴʟʦʚʘʣ ʟʚʫʢ ʄʀ, ʪʦ ʝʩʪʴ 5 ʩʪʫʧʝʥʴ ʣʘʜʘ. ʚ ʢʘʯʝʩʪʚʝ ʦʩʥʦʚʥʦʛʦ ʪʦʥʘ ʥʝʫʩʪʦʡʯʠʚʦʛʦ 

ʘʢʢʦʨʜʘ ʠʩʧʦʣʴʟʦʚʘʣ ʟʚʫʢ ʉʆʃʔ, ʪʦ ʝʩʪʴ 7 ʩʪʫʧʝʥʴ ʣʘʜʘ. ɽʩʣʠ ʧʫʪʝʤ ʜʦʙʘʚʣʝʥʠʷ ʩʚʝʨʭʫ ʠ ʩʥʠʟʫ 

ʢʚʘʨʪʳ ʢ ʢʘʞʜʦʡ ʩʪʫʧʝʥʠ ʤʘʢʘʤʘ ʍʫʩʝʡʥʠ ʦʪ ʥʦʪʳ ʃʗ ʧʦʩʪʨʦʠʪʴ ʪʨʝʟʚʫʯʠʝ ʥʘ ʢʘʞʜʦʡ ʩʪʫʧʝʥʠ,  

ʪʦ ʧʦʣʫʯʠʪʩʷ ʩʣʝʜʫʶʱʘʷ ʢʘʨʪʠʥʘ. 

 
ɿʘʪʝʤ ʘʚʪʦʨ ʧʝʨʝʭʦʜʠʪ ʢ ʚʦʧʨʦʩʘʤ ʩʦʝʜʠʥʝʥʠʷ ʘʢʢʦʨʜʦʚ.  

ɽʩʣʠ ʝʩʪʴ ʦʙʱʠʡ ʟʚʫʢ ʠʣʠ ʟʚʫʢʠ, ʦʥʠ ʦʩʪʘʶʪʩʷ ʥʘ ʤʝʩʪʝ, ʦʩʪʘʣʴʥʳʝ ʟʚʫʢʠ, ʥʝ ʩʦʟʜʘʚʘʷ 

ʧʝʨʝʯʝʥʴʷ, ʠʜʫʪ ʥʘ ʙʣʠʞʘʡʰʠʝ ʟʚʫʢʠ ʜʨʫʛʦʛʦ ʘʢʢʦʨʜʘ ʚ ʪʝ ʞʝ ʛʦʣʦʩʘ.  

ʂɸɼɽʅʎʀʀ/KALIķLAR. 

ʆ ʢʘʜʝʥʮʠʷʭ. ɺ ʪʫʨʝʮʢʦʡ ʤʫʟʳʢʝ ʢʘʜʝʥʮʠʠ ʥʝ ʦʙʷʟʘʪʝʣʴʥʦ ʟʘʢʘʥʯʠʚʘʶʪʩʷ ʥʘ ʪʦʥʠʢʝ, 

ʢʘʢ ʩʦʚʝʨʰʝʥʥʳʝ. ʂʘʜʝʥʮʠʠ ʤʦʛʫʪ ʠʤʝʪʴ ʤʝʩʪʦ ʪʘʢʞʝ ʥʘ ʜʦʤʠʥʘʥʪʝ ʠʣʠ ʥʘ ʜʨʫʛʠʭ ʩʪʫʧʝʥʷʭ, 

ʦʙʨʘʟʫʷ ʢʘʜʝʥʮʠʠ ʥʝʩʦʚʝʨʰʝʥʥʦʛʦ ʚʠʜʘ ï ʧʦʣʦʚʠʥʥʳʝ, ʥʘʧʨʠʤʝʨ. 

ʅɽʉʆɺɽʈʐɽʅʅɸʗ /ʇʆʃʆɺʀʅʅɸʗ ʂɸɼɽʅʎʀʗ/ ASMA KALIķ 

ʏʘʱʝ ʚʩʝʛʦ ʪʘʢʘʷ ʢʘʜʝʥʮʠʷ ʠʤʝʝʪ ʤʝʩʪʦ ʧʨʠ ʩʦʝʜʠʥʝʥʠʠ ʘʢʢʦʨʜʦʚ 7 ʠ 5 ʩʪʫʧʝʥʝʡ. ɼʣʷ 

ʫʩʠʣʝʥʠʷ  ʦʱʫʱʝʥʠʷ ʟʘʚʝʨʰʝʥʠʷ ʜʚʠʞʝʥʠʷ ʘʢʢʦʨʜ 7 ʩʪʫʧʝʥʠ ʙʝʨʝʪʩʷ  ʚ ʚʠʜʝ ʩʝʧʪʘʢʢʦʨʜʘ.  

ʇʈɽʈɺɸʅʅʓɽ ʂɸɼɽʅʎʀʀ 

ʅʦ ʪʘʢ ʢʘʢ ʚ ʤʘʢʘʤʝ ʍʫʩʝʡʥʠ ʜʦʤʠʥʘʥʪʘ ʥʝ ʚʩʝʛʜʘ ʙʳʚʘʝʪ ʥʘ 5 ʩʪʫʧʝʥʠ, ʧʨʝʨʚʘʥʥʘʷ 

ʢʘʜʝʥʮʠʷ ʤʦʞʝʪ ʙʳʪʴ ʦʬʦʨʤʣʝʥʘ ʠ ʙʝʟ ʘʢʢʦʨʜʘ 7 ʩʪʫʧʝʥʠ. ɺ ʵʪʦʤ ʩʣʫʯʘʝ, ʚ ʟʘʚʠʩʠʤʦʩʪʠ ʦʪ 

ʪʦʛʦ, ʥʘ ʢʘʢʦʡ ʩʪʫʧʝʥʠ ʩʪʨʦʠʪʩʷ ʜʦʤʠʥʘʥʪʦʚʳʡ ʘʢʢʦʨʜ ʚ ʩʚʷʟʠ ʩ ʤʝʣʦʜʠʯʝʩʢʠʤ ʜʚʠʞʝʥʠʝʤ, , 

ʪʦ ʩʪʫʧʝʥʠ, ʥʘʭʦʜʷʱʝʡʩʷ ʥʘ ʪʝʨʮʠʶ ʚʳʰʝ ʧʝʨʚʦʛʦ ʘʢʢʦʨʜʘ, ʩʦʦʙʱʘʝʪʩʷ ʬʫʥʢʮʠʷ ʜʦʤʠʥʘʥʪʳ, 

ʠ ʤʦʞʝʪ ʙʳʪʴ ʦʙʨʘʟʦʚʘʥʘ ʧʦʣʦʚʠʥʥʘʷ ʢʘʜʝʥʮʠʷ ʚ ʘʢʢʦʨʜʦʚʦʤ ʚʠʜʝ.  

ʇʣʘʛʘʣʴʥʳʝ ʢʘʜʝʥʮʠʠ ʚʝʩʴʤʘ ʭʘʨʘʢʪʝʨʥʳ ʜʣʷ ʪʫʨʝʮʢʦʡ ʤʫʟʳʢʠ.  

ɺ ʛʘʨʤʦʥʠʯʝʩʢʦʡ ʩʠʩʪʝʤʝ ʀʣʝʨʠʜʞʠ ʨʘʩʩʤʘʪʨʠʚʘʶʪʩʷ ʪʘʢʞʝ ʩʝʢʚʝʥʮʠʠ. kalēp y¿r¿y¿ĸò 

(Marche dôHarmonie 

ɺ ʛʘʨʤʦʥʠʯʝʩʢʦʤ ʠʟʣʦʞʝʥʠʠ ʚʦʟʤʦʞʥʳ ʤʦʜʫʣʷʮʠʠ ʠʟ ʦʜʥʦʛʦ ʤʘʢʘʤʘ ʚ ʜʨʫʛʦʡ. ʇʨʠ 

ʵʪʦʤ ʦʧʨʝʜʝʣʝʥʥʳʡ ʘʢʢʦʨʜ ʧʝʨʚʠʯʥʦʛʦ ʤʘʢʘʤʘ ʧʨʠʦʙʨʝʪʘʝʪ ʠʥʫʶ ʬʫʥʢʮʠʶ ʚ ʜʨʫʛʦʤ ʤʘʢʘʤʝ. 

ɽʩʣʠ ʘʢʢʦʨʜ ʣʘʜʘ, ʠʟ ʢʦʪʦʨʦʛʦ ʧʨʦʠʩʭʦʜʠʪ ʤʦʜʫʣʷʮʠʷ ʚʳʩʪʫʧʘʝʪ ʚ ʢʘʯʝʩʪʚʝ ʪʦʥʠʢʠ, 

ʜʦʤʠʥʘʥʪʳ ʠʣʠ ʩʫʙʜʦʤʠʥʘʥʪʳ ʣʘʜʘ, ʚ ʢʦʪʦʨʳʡ ʦʩʫʱʝʩʪʚʣʷʝʪʩʷ ʤʦʜʫʣʷʮʠʷ, ʪʦ ʪʘʢʫʶ 

ʤʦʜʫʣʷʮʠʶ ʘʚʪʦʨ ʥʘʟʳʚʘʝʪ ʝʩʪʝʩʪʚʝʥʥʦʡ/ʜʠʘʪʦʥʠʯʝʩʢʦʡ, ʠ ʥʘʦʙʦʨʦʪ, ʝʩʣʠ ʥʝ ʷʚʣʷʝʪʩʷ, ʪʦ 

ʠʩʢʫʩʩʪʚʝʥʥʦʡ/ʭʨʦʤʘʪʠʯʝʩʢʦʡ.  

ʇʦʩʣʝ ʪʦʛʦ ʢʘʢ ʂ.ʀʣʝʨʠʜʞʠ, ʩ ʮʝʣʴʶ ʜʦʩʪʫʧʥʦʛʦ ʠʟʣʦʞʝʥʠʷ ʩʚʦʝʡ ʢʦʥʮʝʧʮʠʠ,   ʦʩʚʝʪʠʣ 

ʩʚʦʶ ʛʘʨʤʦʥʠʯʝʩʢʫʶ ʩʠʩʪʝʤʫ ʥʘ ʧʨʠʤʝʨʝ ʦʩʥʦʚʥʦʛʦ, ʧʦ ʝʛʦ ʤʥʝʥʠʶ ʤʘʢʘʤʘ ʍʫʩʝʡʥʠ, ʦʥ, 

ʚʳʚʝʣ ʠʟ ʵʪʦʛʦ ʤʘʢʘʤʘ ʮʝʣʳʡ ʨʷʜ ʜʨʫʛʠʭ ʤʘʢʘʤʦʚ ʠ ʪʦʯʥʦ ʪʘʢ ʞʝ, ʥʦ ʫʞʝ ʚ ʢʨʘʪʢʦʤ ʚʘʨʠʘʥʪʝ, 

ʚʳʚʝʣ ʭʘʨʘʢʪʝʨʥʳʝ ʜʣʷ ʥʠʭ ʛʘʨʤʦʥʠʯʝʩʢʠʝ ʵʣʝʤʝʥʪʳ, ʧʦʧʫʪʥʦ ʧʨʠʚʦʜʷ ʢʦʥʢʨʝʪʥʳʝ ʧʨʠʤʝʨʳ 

ʩʦʙʩʪʚʝʥʥʦʡ ʛʘʨʤʦʥʠʟʘʮʠʠ ʧʨʦʠʟʚʝʜʝʥʠʡ ʚ ʵʪʠʭ ʤʘʢʘʤʘʭ 

ʇʝʨʫ ʢʦʤʧʦʟʠʪʦʨʘ ʂ.ʀʣʝʨʠʜʞʠ ʧʨʠʥʘʜʣʝʞʠʪ ʥʝʩʢʦʣʴʢʦ ʜʝʩʷʪʢʦʚ ʤʫʟʳʢʘʣʴʥʳʭ ʦʧʫʩʦʚ, 

ʚ ʢʦʪʦʨʳʭ ʙʳʣʘ ʨʝʘʣʠʟʦʚʘʥʘ ʝʛʦ ʛʘʨʤʦʥʠʯʝʩʢʘʷ ʢʦʥʮʝʧʮʠʷ. 

ɻʘʨʤʦʥʠʯʝʩʢʘʷ ʩʠʩʪʝʤʘ ʂ.ʀʣʝʨʠʜʞʠ, ʝʝ ʘʢʪʫʘʣʴʥʦʩʪʴ ʠ ʦʙʦʩʥʦʚʘʥʥʦʩʪʴ, ʜʦ ʩʠʭ ʧʦʨ 
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ʷʚʣʷʶʪʩʷ ʧʨʝʜʤʝʪʦʤ ʜʠʩʢʫʩʩʠʡ ʠ ʦʙʩʫʞʜʝʥʠʡ. ʊʦ ʝʩʪʴ ʦʬʠʮʠʘʣʴʥʦ ʦʥʘ ʧʦʢʘ ʥʝ ʫʪʚʝʨʞʜʝʥʘ ʚ  

ʢʘʯʝʩʪʚʝ ʝʜʠʥʩʪʚʝʥʥʦʛʦ ʫʯʝʙʥʠʢʘ ʧʦ ʛʘʨʤʦʥʠʠ ʚ ʤʫʟʳʢʘʣʴʥʳʭ ʫʯʝʙʥʳʭ ʟʘʚʝʜʝʥʠʷʭ ʩʪʨʘʥʳ. 

ʆʜʥʘʢʦ, ʥʝʩʤʦʪʨʷ ʥʘ ʵʪʦ, ʜʘʥʥʘʷ ʩʠʩʪʝʤʘ ʠʩʧʦʣʴʟʫʝʪʩʷ ʧʦʯʪʠ ʙʝʟ ʢʘʢʦʛʦ-ʣʠʙʦ ʦʙʩʫʞʜʝʥʠʷ ʚ 

ʢʘʯʝʩʪʚʝ ʦʩʥʦʚʥʦʡ ʠ ʦʙʦʩʥʦʚʘʥʥʦʡ ʪʝʦʨʠʠ ʢʫʨʩʘ ʧʦʜ ʥʘʟʚʘʥʠʝʤ çɻʘʨʤʦʥʠʷ ʊʫʨʝʮʢʦʡ ʤʫʟʳʢʠè 

ʥʘ ʥʝʢʦʪʦʨʳʭ ʬʘʢʫʣʴʪʝʪʘʭ ʤʫʟʳʢʘʣʴʥʳʭ ʫʯʝʙʥʳʭ ʟʘʚʝʜʝʥʠʡ,  

ɻʘʨʤʦʥʠʯʝʩʢʘʷ ʢʦʥʮʝʧʮʠʷ ʂ. ʀʣʝʨʠʜʞʠ ʷʚʠʣʘʩʴ ʧʝʨʚʦʡ ʧʦʣʥʦʡ ʠ ʨʘʟʚʝʨʥʫʪʦʡ 

ʩʠʩʪʝʤʦʡ ʚ ʦʙʣʘʩʪʠ ʤʥʦʛʦʛʦʣʦʩʠʷ ʪʫʨʝʮʢʦʡ ʤʫʟʳʢʠ, ʵʪʦ ʦʜʠʥ ʠʟ ʚʘʨʠʘʥʪʦʚ ʩʦʟʜʘʥʠʷ ʩʠʥʪʝʟʘ 

ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʦʜʥʦʛʦʣʦʩʥʦʛʦ ʠ ʦʙʱʝʝʚʨʦʧʝʡʩʢʦʛʦ ʤʥʦʛʦʛʦʣʦʩʥʦʛʦ ʩʪʠʣʝʡ ʠ ʧʦʪʦʤʫ ʠʤʝʝʪ 

ʚʘʞʥʦʝ ʟʥʘʯʝʥʠʝ ʚ ʚʦʧʨʦʩʘʭ ʚʳʙʦʨʘ ʧʫʪʝʡ ʠ ʤʝʪʦʜʦʚ ʜʘʣʴʥʝʡʰʝʛʦ ʨʘʟʚʠʪʠʷ ʤʫʟʳʢʘʣʴʥʦʛʦ 

ʠʩʢʫʩʩʪʚʘ ʪʶʨʢʩʢʠʭ ʥʘʨʦʜʦʚ.    
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THE FATE OF MUGHAM DASTGAH: COMBINING ARCHIVAL AND  

ETHNOGRAPHIC, PRACTICE -BASED RESEARCH 

 

Azerbaijani mugham belongs to a vast, transnational classical tradition maqamistan (Simms 

2009), stretching from Xinjiang to Mauritania. Many regional variants of this maqam system, 

including Azerbaijani mugham, underwent canonization as part of nation-building projects 

throughout the twentieth century (Davis 2004; During 2005; Hassan 2017). As such, mugham 

dastgahðthe main cyclical genre in which mugham is presentedðwas standardized with the creation 

of a new curriculum in the 1930s. Archival documents contain lists of dastgah performances from 

late nineteenth and early twentieth century that show a much more fluid and varied performance 

practice. 

In this presentation, I question how these archival materials can be juxtaposed with 

ethnographic, performance-based research focused on unofficial repertoires guarded by todayôs 

masters. Relying on extensive fieldwork and lessons with main successors of tar lineages, I stress 

that living masters possess rare insight into mugham and dastgah structure that may have been 

excluded from official versions. Providing examples of data gathered as an apprentice in main tar 

lineages, I attempt to show how research based on bimusicality and biaurality (Gill  2017) with the 
 

living masters can greatly enhance knowledge about the changes mugham underwent in the twentieth 

century. Specifically, I investigate particular dastgah cycles, combining archival data and current 

practices, proposing how this kind of research approach can be adopted and further developed in 

future studies about mugham. Furthermore, I suggest how this approach can be used to question and 

develop music scholarship about mugham produced in the Soviet era to arrive at new research 

avenues. 

Keywords: Azerbaijani mugham, maqam, dastgah, tar, practice-based research, archival 

research, biaurality 
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Introduction  

I was overjoyed at todayôs lesson because I finally finished learning ĸur mugham dϸstgah. It 

felt like the biggest milestone. Finishing the cadential phrase, I put the tar down and looked at my 

teacher across from meðElkhan Mansurov, the main successor of the Bahram Mansurov tar lineage. 

The feeling was mutual. He stretched his arms out and proudly held a piece of paper with 59 sections 

of ĸur dϸstgah, which he wrote with Cyrillic letters and in different colored pens. Holding this 

precious record, he signed and dated it June 15, 2015. For him, as for me, this list was a testament 

to a full year of hard work, when I attended lessons with ceaseless questions about new parts of ĸur 

dϸstgah I found in archival lists. Many of these new parts he added skilfully on the spot. Sometimes 

he asked me to wait a week while he worked out how to insert them into the grand dϸstgah that ĸur 

was now becoming. His relief that we finished ĸur at last suddenly changed when I said, ñBut wait! 

Elkhan muellim, actually I forgot to show you this oneéò I pulled out another ĸur list with a strange 

title for the main first part usually called mayϸ. Written in Persian, it said ñmahbϸrguhan.ò  

After a long pause as he examined the title, looking puzzled, he exclaimed, ñ This is the original title 

of ĸur mayϸ! This is what it was called in the past, and this makes perfect sense because here we see 

it as the first guĸϸ of the dϸstgah.ò 

ñBut perhaps it is something else? How do we know for sure?ò I hesitated. 

ñNo no no! This is it! These are the lists from my grandfatherôs gatherings (mϸclis). Indeed, this is a 

great discovery.ò  

(fieldwork notes, tar lesson, June 2015) 

In this paper, I question how archival materials with original mugham lists can be juxtaposed 

with ethnographic, performance-based research focused on unofficial repertoires guarded by todayôs 

tar masters. Specifically, I investigate ĸur mugham dϸstgah, combining archival data from Bahram 

Mansurovôs folder at the National Archives of the Republic of Azerbaijan (Milli Arxiv Idarϸsi) and 

current practices of his main successor and son Elkhan Mansurov. As the vignette above illustrates, 

my study of Azerbaijani mugham draws heavily both from my own experiences as a student of the 

tradition, and my research with archival documents. I would like to question how the vast historical 

data about mugham available at local archives in Azerbaijan can be fruitfully used as part of 

bimusicality, or performance-based engagement with a musical tradition. The methodology I explore 

can be defined as ñpractice-basedò research because the main approach involves relying on creative 

practice to gain new knowledge. To elaborate, archival lists of mugham are incorporated into lessons 

with masters who then use them to create original and expanded versions of mugham dϸstgah. The 

creative process itself reveals how the standardized forms become flexible and fluid, thus challenging 

outdated views of mugham as canonized musical repertoire. These findings support the argument of 

Bradford Garvey who wrote the following about classical music in Iraq: ñI argue that Iraqi performers 

and audiences treat and have treated the IM [Iraqi maqam] not as a canonical tradition but as a 

repertoire in processual development and as a tradition of idiosyncrasyò (2020: 63).  

Ethnomusicologist Ted Levin (1984:29) discusses how shashmaqam turned into a 

ñremarkably frozen traditionò due to Soviet reforms and interventions. While Azerbaijani mugham 

also underwent reforms that culminated in a homogenized, ordered model for the new-found official 

Soviet institutions, my research has shown that alternative forms survived and are continuously being 

developed. There are living masters who are successors of lineages that trace back to pre-Soviet era, 

and who can make sense of the performance practice from late nineteenth century and early twentieth 

century. Indeed, bewildering modulations and unknown parts in mugham dϸstgah that can be 
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observed in these archival documents are riddles they can solve, as I have observed in my own 

lessons. Some questions I would like to pose include: How can we compare the archival lists and 

unofficial repertoires of living masters? How close are they and how can we know? How can we 

ascertain the historical validity of current practices using the archival lists? How do both strands of 

data challenge the perception of Azerbaijani mugham as having a canonized form? What do the lists 

tell us about earlier mugham and its connections to maqam systems in the vicinity, for example Iran? 

When todayôs masters reincorporate earlier parts based on archival lists can we call this revision, 

invention, or a bit of both? How does this creativity provide insight into all the different meanings of 

ñtraditionò among current Azerbaijani classical musicians? And what kinds of other knowledge about 

mugham creativity can we gain when we juxtapose the two strands of data? For example, how do 

masters today connect different parts that are discovered in archival lists? Do they do it through a 

tone or a passage? Do they transpose sections in order to connect them in new ways? What emotional 

and affective states are involved in this creativity? 

 

Overview of archival sources: Mansurov folder 

File 650 focused on Bahram Mansurovôs career as a tar performer is comprised of photos, 

poems, diaries, letters, speeches of the acclaimed musician, as well as the lists of mugham parts 

performed in early twentieth century. The latter are there because the file includes documents of 

Bahram Mansurovôs father Meshedi Suleyman (1872-1955) and uncle Mirza Mansur (1887-1967) 

who hosted famous regular gatherings of musicians and poets at which mugham was performed and 

its constituent parts were recorded on paper. Some of these lists are written in Persian and those from 

later in the century are in Cyrillic. The actual date of the records is not always known because in 

many cases only the date when the records were included in the folder are available. For example, the 

subfolder 650.1.19 titled ñRules about mugham sectionsò from 1950 includes many lists in the Persian 

alphabet. According to Elkhan Mansurov, the handwriting belongs to Meshedi Suleyman, meaning 

that the records are probably from before 1930s when Meshedi Suleymanôs mugham gatherings 

ceased to take place. On page ten we see the sections of ĸur dϸstgah as such (Mansurov, ñRules about 

mugham sectionsò, 650.1.19:10): 

 

Mahbϸrguhan 

C¿dai 

Gerai 

Huseyni 

Sϸlmϸk 

ķura ĸϸhnaz  

Buseliq 

Bayatē t¿rk 

ķikϸsteyi-fars 

Ϸĸiran 

Simayi ĸϸms 

Hicaz 

ķah Xϸtai 
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Sarϸnc 

Baba Tahir 

Bϸzimgah 

K¿rd¿ ĸϸhnaz 

Neĸibofϸraz 

 

On page eighteen in the same subfolder, the dϸstgah is quite different with the following 

sections (Mansurov, ñRules about mugham sectionsò, 650.1.19:18): 

 

ķur 

Busϸlik 

C¿dayi 

Gϸrayli 

Novruzi 

ķahnaz 

ķϸhraĸub 

ķahnaz xar 

Mubariqϸ 

Muyϸ 

Bayatē t¿rk 

D¿gah 

Ruh ol ϸrvah 

ķikestϸ fars 

Xavran  

Ϸĸiran 

Sϸmai ĸϸms 

Hicaz 

ķah Xϸtai 

Mavϸnnϸhr 

Mϸhti zϸrrabi 

Mϸhnϸvi 

Kϸbri 

Baba Tahir 

Sarϸnc 

Ϸbu Ϸta 

ķahnaz xara  

Sϸlmϸk  

Neĸib fϸraz 

Bϸzm ĸur 

Analysis of ĸur dϸstgah: institutionalized form versus Mansurov form versus archival form 

 

The standardized form of ĸur dϸstgah has the following sections with the main tones of each 

section notated below: 

Bϸrdaĸt 

Mayϸ 
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ķur-ĸϸhnaz 

Busϸlik 

Bayatē-t¿rk 

ķikϸsteyi-fars 

M¿bϸrriqϸ 

Ϸĸiran 

Sϸmayi-ĸϸms 

Hicaz 

Sarϸnc 

Qϸmϸngiz 

Niĸibi-fϸraz 

Ayaq 

 

Figure 1: Standardized form of ĸur dϸstgah 

 
Focusing just on the beginning section known as mayϸ up until ĸur ĸϸhnaz a fourth higher, we 

can see that the institutionalized form has four-five sentences (c¿mlϸ) in mayϸ, while the Mansurov 

form from today has two sentences (c¿mlϸ) and a number of sections with their own names (see Table 

1). The latter are called guĸϸ and were defined to me as ñphilosophical ideas.ò They are longer that 

c¿mlϸ, usually contain a clear question-answer bipartite form, may have some technique in focus, and 

proceed along a slower, but more regular pace.  

Table 1: Sections part of ĸur mayϸ in the institutionalized form and in the Mansurov lineage 

 

Institutionalized form 

 

Mansurov lineage 

 

4-5 sentences (c¿mlϸ) 2 sentences (c¿mlϸ) 

Mizrabi tizϸk 

Busϸlik 

C¿dai 

Zirkeĸ 

Gºvhϸri 

Gϸraili 

Hacē dϸrviĸi 

Sϸlmϸk 

 

The sections that belong to mayϸ in archival lists are most likely names of guĸϸ. In fact, many 

guĸϸ played by Elkhan Mansurov today and also by the successors of the other lineage founded by 

Ahmad Bakikhanov, have the same titles as those found in the archival lists (See Table 2). 

Importantly, characteristics that they shareðsteady metre, complexity of technique, question-answer 

structureðreveal a close link to ghazal poetry, confirming assertions that gatherings from a century 
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ago focussed on the harmony between music and poetry. Some of my teachers even identified exact 

metres of ϸruz corresponding with these guĸϸ. 

 

Table 2: ķur mayϸ parts found in archival lists (undelined sections are found in Mansurov lineage 

today) (Mansurov 650.1) 

 

650.1.19,10 

 

650.1.19,18 

 

650.1.25,36 

 

650.1.40, 46 

 

Mahbϸrguhan  

C¿dai 

Gerai 

Huseyni 

Sϸlmϸk 

 

ķur 

Busϸlik 

C¿dayi 

Gϸrayli 

Novruzi 

 

Bϸrdaĸt manϸndϸ nϸva 

Mayϸ-yi ĸur 

Sϸlmϸk 

Codayi 

Gºvhϸri 

Gϸrayli 

Tizϸk 

Hacē Dϸrviĸ 

Busϸlik 

 

Codayi 

Gϸrayi 

H¿seyni 

Sϸlmϸk 

 

 

With regards to the large-scale form of ĸur dϸstgah in its entirety, there are sections here that 

are played outside of ĸur dϸstgah today. For example, bayatē-ĸiraz which appears to be included in 

ĸur dϸstgah is a distinct full dϸstgah cycle on its own. Muyϸ is currently only part of zabul segah 

dϸstgah. In mainstream practice these components are not incorporated into ĸur dϸstgah. Their 

presence can perhaps be explained by the fact that modulation was intrinsic to earlier performance.  

Musicians had to be creative and string mughams together using various modulatory links.  The 

palpable heterogeneity of dϸstgah structure shows us a completely different understanding of the 

dϸstgah form and perhaps a different understanding of mugham creativity.  

Another issue concerns those parts that appear only once among the many pre-Soviet versions 

and are not in practice today. One hypothesis is that they originated due to the wide regional networks 

of musicians who attended the musico-poetical gatherings. Rafiq Imrani reports that some of these 

rare parts can be found in books about the history of Iranian music (Imrani 2000: 24). He argues that, 

ñThe reason behind these additions lies in the participation of Iranian musicians in mϸclises who 

considered their inclusion into ĸur as musically logical and possibleò (Imrani 2000: 26). 

Conclusions 

There are no sound recordings of full dϸstgah cycles from a century ago and there is no 

evidence about how most of the sections in the lists sounded. Hence, this kind of analysis may leave 

more questions than answers. Moreover, there are information gaps in the archival lists about who 

performed and in what context. What appears to be a very fluid and heterogeneous structure, may 

have been more rigid if for example each list belonged to different lineages or performers who may 

have in reality produced much more stable and repetitive dϸstgah versions.  

Despite these uncertainties, there are observations to be made that point to future research 

avenues. First, ethnographic evidence shows that there are living masters who possess rare insight 

into mugham and dϸstgah structure that may have been excluded from official Soviet versions. A 

thorough investigation of archival lists combined with knowledge of current practices can provide 

insight into the structure of dϸstgah in early twentieth century and clues as to how and why it was 

altered in the 1930s. Working with these masters and investigating archival documents, analyzing 

handwriting, and conducting interviews would shed light on mugham performance practices of 
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musicians from the pre-Soviet era. Furthermore, this research approach would allow for the 

exploration of the relationship between musicians in Azerbaijan and Iran, since we already know that 

the founders of major tar lineages had close ties to musicians south of the border and developed 

Azerbaijani mugham via these links. Regardless of the level of historical accuracy, we can learn much 

about the creative process itself, such as how masters today compose new versions of dϸstgah by 

linking sections in unprecedented ways. 

Lastly, the archival data juxtaposed with practice-based research offers alternative ways to 

conceptualize mugham creativity that depart from the common, solidified notions about mugham as 

a canonized system. Exploring these musical possibilities in mugham dϸstgah could lead toward more 

collaboration between musicians of various maqam repertoires across borders, akin to the initiatives 

part of the current ERC-UKRI funded international project ñMaqam Beyond Nation.ò 

In conclusion, the practice-based research that combines lessons, composition, and archival 

lists could provide interesting insight into both history and creativity of Azerbaijani mugham dϸstgah. 

The historical angle entails data about dϸstgah structure in early twentieth century, and as of now 

there are just a handful of books which investigate these mugham archival lists. The topic of creativity 

and fluidity of dϸstgahðboth a century ago and todayðis a critical issue because most research by 

scholars from abroad still presents Azerbaijani mugham as a canonized system. Alternative 

perspectives on mugham creativity based on the proposed approach will provide more decolonial 

narratives about the history of mugham and serve as an inspiration for developing Azerbaijani 

classical music in transnational collaborative directions.  
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THE USE OF MUSIC THERAPY IN THE REHABILITATION PROCESS OF  CHILDREN 

AND ADULTS IN A MUSIC EDUCATION CENTER  

Music therapy is a therapeutic practice that utilizes music as a medium to address emotional, 

cognitive, and physical needs, facilitating healing and personal growth. This article examines the role 

of music therapy in the rehabilitation process at the Music Center, demonstrating its significant impact 

on improving mental health and alleviating stress in today's fast-paced, digitally-dominated world. 

Music therapy involves structured interactions with musicðsuch as listening, playing, singing, or 

composingðto foster emotional expression, enhance cognitive functions, and support physical 

rehabilitation. The practice is tailored to individual needs, making it a versatile tool for various 

conditions. Through firsthand experiences with diverse individualsðincluding children with autism, 

elderly patients with motor skill issues, and those with Alzheimerôs diseaseðthe study highlights the 

effectiveness of music therapy in promoting well-being and facilitating recovery. Notable cases 

include a studentôs ability to reproduce a melody and a professorôs improved finger flexibility, 

showcasing the therapyôs diverse benefits. The article emphasizes the necessity for further research 

into the mechanisms of music therapy and its applications in different psychological contexts. Recent 

studies indicate that music therapy supports non-verbal communication and emotional expression, 

integrating well with interdisciplinary approaches involving medicine, psychology, and the arts. 

Future research should focus on understanding how specific musical elements impact psychological 

states and evaluate the long-term efficacy of music therapy in treating conditions such as anxiety, 

depression, and trauma. Strengthening collaboration among professionals in related fields will  
 

enhance the evidence base for music therapy and expand its applications in clinical and educational 

settings. 

Keywords: music therapy, rehabilitation, well-being, psychological health, therapy 

 

ɺʚʝʜʝʥʠʝ 

ʄʫʟʳʢʘ, ʢʘʢ ʫʥʠʚʝʨʩʘʣʴʥʘʷ ʬʦʨʤʘ ʚʳʨʘʞʝʥʠʷ, ʧʨʦʥʠʟʳʚʘʝʪ ʯʝʣʦʚʝʯʝʩʢʠʡ ʦʧʳʪ ʚʦ ʚʩʝʭ 

ʢʫʣʴʪʫʨʘʭ ʠ ʵʧʦʭʘʭ, ʧʨʝʜʣʘʛʘʷ ʫʥʠʢʘʣʴʥʳʡ ʢʘʥʘʣ ʜʣʷ ʵʤʦʮʠʦʥʘʣʴʥʦʡ ʢʦʤʤʫʥʠʢʘʮʠʠ ʠ 

ʢʦʛʥʠʪʠʚʥʦʡ ʩʪʠʤʫʣʷʮʠʠ. ʀʩʩʣʝʜʦʚʘʥʠʝ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʚ ʨʘʤʢʘʭ ʧʩʠʭʦʣʦʛʠʠ 

ʧʦʜʯʝʨʢʠʚʘʝʪ ʝʝ ʤʥʦʛʦʘʩʧʝʢʪʥʳʝ ʧʨʝʠʤʫʱʝʩʪʚʘ, ʦʩʦʙʝʥʥʦ ʚ ʦʪʥʦʰʝʥʠʠ ʣʝʯʝʥʠʷ ʧʩʠʭʠʯʝʩʢʠʭ 

ʟʘʙʦʣʝʚʘʥʠʡ ʠ ʵʤʦʮʠʦʥʘʣʴʥʦʛʦ ʙʣʘʛʦʧʦʣʫʯʠʷ. ʕʪʘ ʧʨʘʢʪʠʢʘ ʠʩʧʦʣʴʟʫʝʪ ʧʨʠʩʫʱʠʝ ʤʫʟʳʢʝ 

mailto:jamilaaskerova@imecgroup.az
mailto:nell.rustamova@gmail.com
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ʢʘʯʝʩʪʚʘ ð ʪʘʢʠʝ ʢʘʢ ʨʠʪʤ, ʤʝʣʦʜʠʷ ʠ ʛʘʨʤʦʥʠʷ ð ʜʣʷ ʩʦʜʝʡʩʪʚʠʷ ʪʝʨʘʧʝʚʪʠʯʝʩʢʠʤ 

ʧʨʦʮʝʩʩʘʤ, ʫʢʨʝʧʣʝʥʠʷ ʤʝʞʣʠʯʥʦʩʪʥʳʭ ʩʚʷʟʝʡ ʠ ʦʩʚʦʙʦʞʜʝʥʠʷ ʵʤʦʮʠʡ. ʂʘʢ 

ʤʝʞʜʠʩʮʠʧʣʠʥʘʨʥʘʷ ʦʙʣʘʩʪʴ, ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʠʥʪʝʛʨʠʨʫʝʪ ʧʨʠʥʮʠʧʳ ʧʩʠʭʦʣʦʛʠʠ, 

ʥʝʡʨʦʥʘʫʢʠ ʠ ʠʩʢʫʩʩʪʚʘ, ʩʦʟʜʘʚʘʷ ʮʝʣʦʩʪʥʳʡ ʧʦʜʭʦʜ, ʘʜʘʧʪʠʨʦʚʘʥʥʳʡ ʢ ʠʥʜʠʚʠʜʫʘʣʴʥʳʤ 

ʧʦʪʨʝʙʥʦʩʪʷʤ. ʀʟʫʯʘʷ ʝʝ ʵʬʬʝʢʪʠʚʥʦʩʪʴ ʚ ʨʘʟʣʠʯʥʳʭ ʧʩʠʭʦʣʦʛʠʯʝʩʢʠʭ ʢʦʥʪʝʢʩʪʘʭ, ʵʪʦ ʵʩʩʝ 

ʩʪʨʝʤʠʪʩʷ ʦʩʚʝʪʠʪʴ ʧʨʝʦʙʨʘʟʫʶʱʠʡ ʧʦʪʝʥʮʠʘʣ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ, ʚʳʩʪʫʧʘʷ ʟʘ ʝʝ ʙʦʣʝʝ 

ʰʠʨʦʢʦʝ ʚʥʝʜʨʝʥʠʝ ʚ ʩʪʨʘʪʝʛʠʠ ʧʩʠʭʠʯʝʩʢʦʛʦ ʟʜʦʨʦʚʴʷ. ɺ ʢʦʥʝʯʥʦʤ ʠʪʦʛʝ, ʧʦʥʠʤʘʥʠʝ 

ʧʨʠʥʮʠʧʦʚ ʠ ʧʨʘʢʪʠʢ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʥʝ ʪʦʣʴʢʦ ʦʙʦʛʘʱʘʝʪ ʧʩʠʭʦʣʦʛʠʯʝʩʢʦʝ ʜʠʩʢʫʨʩ, ʥʦ 

ʠ ʦʙʝʱʘʝʪ ʚʥʝʩʪʠ ʚʘʞʥʳʡ ʚʢʣʘʜ ʚ ʣʘʥʜʰʘʬʪ ʮʝʣʦʩʪʥʦʛʦ ʫʭʦʜʘ. 

ʇʦʥʠʤʘʥʠʝ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʥʝʦʙʭʦʜʠʤʦ ʜʣʷ ʦʩʦʟʥʘʥʠʷ ʝʝ ʟʥʘʯʝʥʠʷ ʚ ʧʨʘʢʪʠʢʝ 

ʧʩʠʭʦʣʦʛʠʠ, ʦʩʦʙʝʥʥʦ ʚ ʩʦʜʝʡʩʪʚʠʠ ʢʦʤʤʫʥʠʢʘʮʠʠ ʠ ʩʦʮʠʘʣʴʥʦʤʫ ʚʟʘʠʤʦʜʝʡʩʪʚʠʶ ʩʨʝʜʠ 

ʫʷʟʚʠʤʳʭ ʛʨʫʧʧ ʥʘʩʝʣʝʥʠʷ. ʊʝʨʘʧʝʚʪʠʯʝʩʢʦʝ ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʤʫʟʳʢʠ ʩʣʫʞʠʪ ʥʝ ʧʨʦʩʪʦ 

ʠʥʩʪʨʫʤʝʥʪʦʤ ʜʣʷ ʨʘʟʚʣʝʯʝʥʠʷ, ʥʦ ʚʘʞʥʳʤ ʩʨʝʜʩʪʚʦʤ, ʯʝʨʝʟ ʢʦʪʦʨʦʝ ʣʶʜʠ ʤʦʛʫʪ ʚʳʨʘʞʘʪʴ 

ʵʤʦʮʠʠ ʠ ʩʧʨʘʚʣʷʪʴʩʷ ʩʦ ʩʣʦʞʥʳʤʠ ʧʩʠʭʦʣʦʛʠʯʝʩʢʠʤʠ ʩʦʩʪʦʷʥʠʷʤʠ. ʀʩʩʣʝʜʦʚʘʥʠʷ 

ʧʦʢʘʟʳʚʘʶʪ, ʯʪʦ ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʤʦʞʝʪ ʟʥʘʯʠʪʝʣʴʥʦ ʫʩʠʣʠʪʴ ʯʫʚʩʪʚʦ ʚʢʣʶʯʝʥʥʦʩʪʠ ʠ 

ʦʙʱʥʦʩʪʠ, ʦʩʦʙʝʥʥʦ ʩʨʝʜʠ ʜʝʪʝʡ ʚ ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʭ ʫʯʨʝʞʜʝʥʠʷʭ, ʢʘʢ ʵʪʦ ʙʳʣʦ ʧʦʢʘʟʘʥʦ ʚ 

ʠʩʩʣʝʜʦʚʘʥʠʠ, ʛʜʝ ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʩʧʦʩʦʙʩʪʚʦʚʘʣʘ ʢʦʤʤʫʥʠʢʘʮʠʠ ʠ ʯʫʚʩʪʚʫ ʦʙʱʥʦʩʪʠ ʚ 

ʜʦʰʢʦʣʴʥʳʭ ʫʯʨʝʞʜʝʥʠʷʭ (Jßrgen Berget A ʠ ʜʨ., 2023). ʂʨʦʤʝ ʪʦʛʦ, ʧʦ ʤʝʨʝ ʨʘʟʚʠʪʠʷ ʵʪʦʡ 

ʦʙʣʘʩʪʠ ʩʪʘʥʦʚʠʪʩʷ ʚʩʝ ʙʦʣʝʝ ʚʘʞʥʳʤ ʜʣʷ ʧʨʘʢʪʠʢʦʚ ʠʥʪʝʛʨʠʨʦʚʘʪʴ ʧʝʨʝʜʦʚʳʝ 

ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʝ ʤʝʪʦʜʳ ʚ ʩʚʦʠ ʪʝʨʘʧʝʚʪʠʯʝʩʢʠʝ ʧʦʜʭʦʜʳ; ʵʪʦ ʧʦʟʚʦʣʷʝʪ ʙʦʣʝʝ ʵʬʬʝʢʪʠʚʥʦ 

ʚʤʝʰʠʚʘʪʴʩʷ ʚ ʫʧʨʘʚʣʝʥʠʝ ʦʙʱʝʩʪʚʝʥʥʳʤʠ ʩʪʨʝʩʩʘʤʠ ʠ ʧʨʦʙʣʝʤʘʤʠ ʧʩʠʭʠʯʝʩʢʦʛʦ ʟʜʦʨʦʚʴʷ 

(Ekaterina L., Chernikova, 2023). ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʚʦʟʥʠʢʘʝʪ ʥʝ ʪʦʣʴʢʦ ʢʘʢ 

ʜʦʧʦʣʥʠʪʝʣʴʥʘʷ ʧʩʠʭʦʣʦʛʠʯʝʩʢʘʷ ʧʨʘʢʪʠʢʘ, ʥʦ ʠ ʢʘʢ ʜʠʥʘʤʠʯʝʩʢʘʷ ʩʪʨʫʢʪʫʨʘ ʜʣʷ ʫʣʫʯʰʝʥʠʷ 

ʦʙʱʝʛʦ ʙʣʘʛʦʧʦʣʫʯʠʷ. 

ʊʝʦʨʝʪʠʯʝʩʢʠʝ ʦʩʥʦʚʳ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʚʢʣʶʯʘʶʪ ʩʦʯʝʪʘʥʠʝ ʧʩʠʭʦʣʦʛʠʯʝʩʢʠʭ, 

ʩʦʮʠʦʢʫʣʴʪʫʨʥʳʭ ʠ ʥʝʡʨʦʙʠʦʣʦʛʠʯʝʩʢʠʭ ʨʘʤʦʢ, ʢʦʪʦʨʳʝ ʦʙʲʷʩʥʷʶʪ ʝʝ ʵʬʬʝʢʪʠʚʥʦʩʪʴ ʚ 

ʪʝʨʘʧʝʚʪʠʯʝʩʢʠʭ ʢʦʥʪʝʢʩʪʘʭ. ʆʩʥʦʚʦʡ ʝʝ ʧʨʘʢʪʠʢʠ ʷʚʣʷʝʪʩʷ ʧʦʥʠʤʘʥʠʝ ʤʫʟʳʢʠ ʢʘʢ ʩʨʝʜʩʪʚʘ 

ʵʤʦʮʠʦʥʘʣʴʥʦʛʦ ʚʳʨʘʞʝʥʠʷ, ʯʪʦ ʛʣʫʙʦʢʦ ʨʝʟʦʥʠʨʫʝʪ ʩ ʧʦʜʨʦʩʪʢʘʤʠ, ʠʩʧʳʪʳʚʘʶʱʠʤʠ 

ʧʩʠʭʠʯʝʩʢʠʝ ʨʘʩʩʪʨʦʡʩʪʚʘ. ʅʘʧʨʠʤʝʨ, ʠʩʩʣʝʜʦʚʘʥʠʷ ʧʦʢʘʟʳʚʘʶʪ, ʯʪʦ ʪʨʝʚʦʛʘ ʠ ʜʝʧʨʝʩʩʠʷ 

ʰʠʨʦʢʦ ʨʘʩʧʨʦʩʪʨʘʥʝʥʳ ʩʨʝʜʠ ʤʦʣʦʜʳʭ ʣʶʜʝʡ, ʧʨʠʯʝʤ ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʦʙʝʩʧʝʯʠʚʘʝʪ 

ʟʥʘʯʠʪʝʣʴʥʦʝ ʦʙʣʝʛʯʝʥʠʝ ʯʝʨʝʟ ʠʥʜʠʚʠʜʫʘʣʴʥʦ ʧʦʜʦʙʨʘʥʥʳʝ ʚʤʝʰʘʪʝʣʴʩʪʚʘ, ʠʩʧʦʣʴʟʫʶʱʠʝ 

ʨʘʟʣʠʯʥʳʝ ʤʫʟʳʢʘʣʴʥʳʝ ʩʪʠʣʠ ʠ ʠʥʩʪʨʫʤʝʥʪʳ (Wang M, 2024). ɹʦʣʝʝ ʪʦʛʦ, ʩʨʝʜʠ ʧʦʞʠʣʦʛʦ 

ʥʘʩʝʣʝʥʠʷ ʘʣʴʪʝʨʥʘʪʠʚʥʳʝ ʤʝʪʦʜʳ, ʪʘʢʠʝ ʢʘʢ ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ, ʧʦʷʚʣʷʶʪʩʷ ʢʘʢ 

ʞʠʟʥʝʩʧʦʩʦʙʥʳʝ ʚʘʨʠʘʥʪʳ ʧʦ ʩʨʘʚʥʝʥʠʶ ʩ ʪʨʘʜʠʮʠʦʥʥʳʤʠ ʬʘʨʤʘʢʦʣʦʛʠʯʝʩʢʠʤʠ ʧʦʜʭʦʜʘʤʠ, 

ʢʦʪʦʨʳʝ ʯʘʩʪʦ ʚʣʝʢʫʪ ʟʘ ʩʦʙʦʡ ʧʦʙʦʯʥʳʝ ʵʬʬʝʢʪʳ ʦʪ ʧʦʣʠʬʘʨʤʘʢʦʪʝʨʘʧʠʠ (Vaidyanathan A ʠ 

ʜʨ., 2023). ʕʪʦ ʧʦʜʯʝʨʢʠʚʘʝʪ ʫʥʠʚʝʨʩʘʣʴʥʦʩʪʴ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʩʨʝʜʠ ʨʘʟʥʳʭ ʚʦʟʨʘʩʪʥʳʭ 

ʛʨʫʧʧ, ʧʨʝʜʧʦʣʘʛʘʷ ʛʣʫʙʦʢʫʶ ʩʧʦʩʦʙʥʦʩʪʴ ʫʣʫʯʰʘʪʴ ʨʝʟʫʣʴʪʘʪʳ ʧʩʠʭʠʯʝʩʢʦʛʦ ʟʜʦʨʦʚʴʷ. 

ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʠʩʩʣʝʜʦʚʘʥʠʝ ʪʝʦʨʝʪʠʯʝʩʢʠʭ ʦʩʥʦʚ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʨʘʩʢʨʳʚʘʝʪ ʝʝ 

ʤʥʦʛʦʘʩʧʝʢʪʥʳʡ ʭʘʨʘʢʪʝʨ, ʧʨʝʜʣʘʛʘʷ ʧʦʥʠʤʘʥʠʝ ʝʝ ʧʨʠʤʝʥʝʥʠʷ ʚ ʨʘʟʣʠʯʥʳʭ ʧʩʠʭʦʣʦʛʠʯʝʩʢʠʭ 

ʢʦʥʪʝʢʩʪʘʭ. 

ʇʩʠʭʦʣʦʛʠʯʝʩʢʠʝ ʪʝʦʨʠʠ, ʧʦʜʜʝʨʞʠʚʘʶʱʠʝ ʧʨʘʢʪʠʢʠ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ 

ʀʥʪʝʛʨʘʮʠʷ ʧʩʠʭʦʣʦʛʠʯʝʩʢʠʭ ʪʝʦʨʠʡ ʚ ʧʨʘʢʪʠʢʠ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʫʩʠʣʠʚʘʝʪ 
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ʪʝʨʘʧʝʚʪʠʯʝʩʢʠʡ ʧʦʪʝʥʮʠʘʣ ʤʫʟʳʢʠ ʢʘʢ ʠʥʩʪʨʫʤʝʥʪʘ ʜʣʷ ʵʤʦʮʠʦʥʘʣʴʥʦʛʦ ʠ ʢʦʛʥʠʪʠʚʥʦʛʦ 

ʠʩʮʝʣʝʥʠʷ. ʅʘʧʨʠʤʝʨ, ʢʦʛʥʠʪʠʚʥʦ-ʧʦʚʝʜʝʥʯʝʩʢʘʷ ʪʝʦʨʠʷ, ʠʟʫʯʘʶʱʘʷ ʚʟʘʠʤʦʜʝʡʩʪʚʠʝ ʤʳʩʣʝʡ, 

ʯʫʚʩʪʚ ʠ ʧʦʚʝʜʝʥʠʷ, ʤʦʞʝʪ ʙʳʪʴ ʧʦʣʝʟʥʘ ʚ ʨʝʰʝʥʠʠ ʧʨʦʙʣʝʤʳ ʪʨʝʚʦʞʥʦʩʪʠ ʧʝʨʝʜ 

ʚʳʩʪʫʧʣʝʥʠʝʤ, ʪʘʢ ʢʘʢ ʤʫʟʳʢʘ ʯʘʩʪʦ ʚʳʟʳʚʘʝʪ ʠʥʪʝʥʩʠʚʥʳʝ ʵʤʦʮʠʦʥʘʣʴʥʳʝ ʨʝʘʢʮʠʠ, 

ʩʚʷʟʘʥʥʳʝ ʩ ʩʘʤʠʤʠ ʦʞʠʜʘʥʠʷʤʠ. ʀʩʩʣʝʜʦʚʘʥʠʷ ʧʦʢʘʟʳʚʘʶʪ, ʯʪʦ ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʤʦʞʝʪ 

ʫʤʝʥʴʰʠʪʴ ʪʘʢʠʝ ʪʨʝʚʦʛʠ, ʧʦʟʚʦʣʷʷ ʚʳʨʘʞʘʪʴ ʠ ʠʩʩʣʝʜʦʚʘʪʴ ʵʤʦʮʠʠ ʚ ʙʝʟʦʧʘʩʥʦʡ ʩʨʝʜʝ, ʪʝʤ 

ʩʘʤʳʤ ʩʧʦʩʦʙʩʪʚʫʷ ʩʘʤʦʦʩʦʟʥʘʥʠʶ ʠ ʵʤʦʮʠʦʥʘʣʴʥʦʡ ʨʝʛʫʣʷʮʠʠ. ʂʨʦʤʝ ʪʦʛʦ, ʪʝʦʨʠʠ, 

ʢʘʩʘʶʱʠʝʩʷ ʢʨʝʘʪʠʚʥʦʩʪʠ, ʧʨʝʜʧʦʣʘʛʘʶʪ, ʯʪʦ ʫʯʘʩʪʠʝ ʚ ʤʫʟʳʢʘʣʴʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʤʦʞʝʪ 

ʩʧʦʩʦʙʩʪʚʦʚʘʪʴ ʨʝʰʝʥʠʶ ʧʨʦʙʣʝʤ ʠ ʫʣʫʯʰʝʥʠʶ ʣʠʯʥʦʡ ʧʨʦʥʠʮʘʪʝʣʴʥʦʩʪʠ. ʕʪʦ ʦʩʦʙʝʥʥʦ 

ʘʢʪʫʘʣʴʥʦ ʚ ʢʦʥʪʝʢʩʪʘʭ, ʛʜʝ ʢʨʝʘʪʠʚʥʦʩʪʴ ʠʩʧʦʣʴʟʫʝʪʩʷ ʜʣʷ ʩʦʜʝʡʩʪʚʠʷ ʩʘʤʦʧʦʟʥʘʥʠʶ ʠ 

ʩʪʨʘʪʝʛʠʷʤʠ ʧʨʝʦʜʦʣʝʥʠʷ ʩʨʝʜʠ ʢʣʠʝʥʪʦʚ. ʉʣʝʜʦʚʘʪʝʣʴʥʦ, ʦʧʠʨʘʷʩʴ ʥʘ ʵʪʠ ʧʩʠʭʦʣʦʛʠʯʝʩʢʠʝ 

ʨʘʤʢʠ, ʧʨʘʢʪʠʢʫʶʱʠʝ ʩʧʝʮʠʘʣʠʩʪʳ ʤʦʛʫʪ ʨʘʟʨʘʙʘʪʳʚʘʪʴ ʙʦʣʝʝ ʮʝʣʝʥʘʧʨʘʚʣʝʥʥʳʝ 

ʚʤʝʰʘʪʝʣʴʩʪʚʘ, ʢʦʪʦʨʳʝ ʨʝʟʦʥʠʨʫʶʪ ʩ ʞʠʟʥʝʥʥʳʤ ʦʧʳʪʦʤ ʢʣʠʝʥʪʦʚ, ʚ ʢʦʥʝʯʥʦʤ ʠʪʦʛʝ 

ʩʧʦʩʦʙʩʪʚʫʷ ʙʦʣʝʝ ʛʣʫʙʦʢʦʤʫ ʯʫʚʩʪʚʫ ʦʪʥʦʰʝʥʠʡ ʠ ʵʤʦʮʠʦʥʘʣʴʥʦʛʦ ʙʣʘʛʦʧʦʣʫʯʠʷ (Yinuo, 

2023), (Melissa OôShea ʠ ʜʨ., 2024). 

ɺ ʢʣʠʥʠʯʝʩʢʠʭ ʫʩʣʦʚʠʷʭ ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʧʨʦʜʝʤʦʥʩʪʨʠʨʦʚʘʣʦ 

ʧʨʝʦʙʨʘʟʫʶʱʠʡ ʵʬʬʝʢʪ ʥʘ ʧʘʮʠʝʥʪʦʚ, ʦʩʦʙʝʥʥʦ ʩʨʝʜʠ ʜʝʪʝʡ ʩ ʨʝʜʢʠʤʠ ʟʘʙʦʣʝʚʘʥʠʷʤʠ ʠ 

ʩʣʦʞʥʳʤʠ ʩʦʩʪʦʷʥʠʷʤʠ. ʕʪʦʪ ʪʝʨʘʧʝʚʪʠʯʝʩʢʠʡ ʧʦʜʭʦʜ ʩʧʦʩʦʙʩʪʚʫʝʪ ʵʤʦʮʠʦʥʘʣʴʥʦʤʫ 

ʚʳʨʘʞʝʥʠʶ, ʩʥʠʞʝʥʠʶ ʪʨʝʚʦʞʥʦʩʪʠ ʠ ʫʢʨʝʧʣʝʥʠʶ ʤʝʭʘʥʠʟʤʦʚ ʧʨʝʦʜʦʣʝʥʠʷ ʚ ʭʦʜʝ ʯʘʩʪʦ 

ʩʪʨʝʩʩʦʚʳʭ ʢʣʠʥʠʯʝʩʢʠʭ ʚʤʝʰʘʪʝʣʴʩʪʚ. ɼʦʢʘʟʘʪʝʣʴʩʪʚʘ ʧʦʢʘʟʳʚʘʶʪ, ʯʪʦ ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ 

ʟʥʘʯʠʪʝʣʴʥʦ ʩʥʠʞʘʝʪ ʩʪʨʝʩʩ ʠ ʙʦʣʴ, ʩʚʷʟʘʥʥʳʝ ʩ ʤʝʜʠʮʠʥʩʢʠʤʠ ʧʨʦʮʝʜʫʨʘʤʠ, ʦʙʝʩʧʝʯʠʚʘʷ 

ʯʫʚʩʪʚʦ ʢʦʤʬʦʨʪʘ ʠ ʧʦʜʜʝʨʞʢʠ ʜʣʷ ʤʦʣʦʜʳʭ ʧʘʮʠʝʥʪʦʚ (Sinnott S ʠ ʜʨ., 2024). ɹʦʣʝʝ ʪʦʛʦ, 

ʠʥʪʝʛʨʘʮʠʷ ʤʫʟʳʢʠ ʚ ʤʝʜʠʮʠʥʩʢʫʶ ʩʨʝʜʫ ʥʝ ʪʦʣʴʢʦ ʦʙʦʛʘʱʘʝʪ ʦʧʳʪ ʧʘʮʠʝʥʪʘ, ʥʦ ʠ ʩʦʟʜʘʝʪ 

ʙʦʣʝʝ ʧʦʟʠʪʠʚʥʫʶ ʘʪʤʦʩʬʝʨʫ ʜʣʷ ʤʝʜʠʮʠʥʩʢʠʭ ʨʘʙʦʪʥʠʢʦʚ, ʪʝʤ ʩʘʤʳʤ ʩʧʦʩʦʙʩʪʚʫʷ ʦʙʱʝʤʫ 

ʙʣʘʛʦʧʦʣʫʯʠʶ ʚ ʢʣʠʥʠʯʝʩʢʦʤ ʢʦʥʪʝʢʩʪʝ (Corriero A ʠ ʜʨ., 2024). ʕʪʠ ʧʨʠʤʝʥʝʥʠʷ 

ʧʦʜʯʝʨʢʠʚʘʶʪ, ʯʪʦ ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʩʣʫʞʠʪ ʥʝ ʧʨʦʩʪʦ ʜʦʧʦʣʥʝʥʠʝʤ ʢ ʣʝʯʝʥʠʶ; ʦʥʘ 

ʘʢʪʠʚʥʦ ʩʧʦʩʦʙʩʪʚʫʝʪ ʮʝʣʦʩʪʥʦʤʫ ʫʭʦʜʫ ʟʘ ʧʘʮʠʝʥʪʘʤʠ, ʫʪʚʝʨʞʜʘʷ ʩʚʦʝ ʤʝʩʪʦ ʢʘʢ ʚʘʞʥʦʛʦ 

ʢʦʤʧʦʥʝʥʪʘ ʚ ʩʦʚʨʝʤʝʥʥʦʡ ʧʩʠʭʦʣʦʛʠʯʝʩʢʦʡ ʧʨʘʢʪʠʢʝ ʚ ʢʣʠʥʠʯʝʩʢʠʭ ʫʩʣʦʚʠʷʭ. ʊʘʢʠʝ ʚʳʚʦʜʳ 

ʚʳʩʪʫʧʘʶʪ ʟʘ ʙʦʣʝʝ ʰʠʨʦʢʦʝ ʚʥʝʜʨʝʥʠʝ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʚ ʨʘʟʣʠʯʥʳʝ ʦʙʣʘʩʪʠ 

ʟʜʨʘʚʦʦʭʨʘʥʝʥʠʷ. 

ʄʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʠ ʜʝʧʨʝʩʩʠʷ 

ʆʜʥʦʡ ʠʟ ʥʘʠʙʦʣʝʝ ʠʟʫʯʝʥʥʳʭ ʦʙʣʘʩʪʝʡ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʷʚʣʷʝʪʩʷ ʝʸ ʧʨʠʤʝʥʝʥʠʝ 

ʚ ʣʝʯʝʥʠʠ ʜʝʧʨʝʩʩʠʠ. ʀʩʩʣʝʜʦʚʘʥʠʷ ʧʦʢʘʟʘʣʠ, ʯʪʦ ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʤʦʞʝʪ ʟʥʘʯʠʪʝʣʴʥʦ 

ʫʤʝʥʴʰʠʪʴ ʩʠʤʧʪʦʤʳ ʜʝʧʨʝʩʩʠʠ, ʫʣʫʯʰʘʷ ʥʘʩʪʨʦʝʥʠʝ, ʧʦʚʳʰʘʷ ʩʘʤʦʦʮʝʥʢʫ ʠ ʧʨʝʜʦʩʪʘʚʣʷʷ 

ʥʝʚʝʨʙʘʣʴʥʳʡ ʩʧʦʩʦʙ ʚʳʨʘʞʝʥʠʷ ʵʤʦʮʠʡ (Maratos, Gold, Wang, & Crawford, 2008). ʉ ʧʦʤʦʱʴʶ 

ʪʘʢʠʭ ʚʠʜʦʚ ʜʝʷʪʝʣʴʥʦʩʪʠ, ʢʘʢ ʥʘʧʠʩʘʥʠʝ ʧʝʩʝʥ, ʠʤʧʨʦʚʠʟʘʮʠʷ ʠ ʧʨʦʩʣʫʰʠʚʘʥʠʝ ʤʫʟʳʢʠ, 

ʣʶʜʠ, ʩʪʨʘʜʘʶʱʠʝ ʜʝʧʨʝʩʩʠʝʡ, ʤʦʛʫʪ ʠʩʩʣʝʜʦʚʘʪʴ ʠ ʦʙʨʘʙʘʪʳʚʘʪʴ ʵʤʦʮʠʠ, ʢʦʪʦʨʳʝ ʤʦʛʫʪ 

ʙʳʪʴ ʪʨʫʜʥʦ ʚʳʨʘʟʠʪʴ ʩʣʦʚʘʤʠ. ʂʨʦʤʝ ʪʦʛʦ, ʩʪʨʫʢʪʫʨʘ ʠ ʧʨʝʜʩʢʘʟʫʝʤʦʩʪʴ ʤʫʟʳʢʘʣʴʥʳʭ 

ʵʣʝʤʝʥʪʦʚ ʤʦʛʫʪ ʩʦʟʜʘʪʴ ʯʫʚʩʪʚʦ ʢʦʥʪʨʦʣʷ ʠ ʩʪʘʙʠʣʴʥʦʩʪʠ, ʢʦʪʦʨʳʝ ʯʘʩʪʦ ʦʪʩʫʪʩʪʚʫʶʪ ʚ 

ʜʝʧʨʝʩʩʠʚʥʳʭ ʩʦʩʪʦʷʥʠʷʭ. 

ʄʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʧʨʠ ʪʨʝʚʦʞʥʳʭ ʨʘʩʩʪʨʦʡʩʪʚʘʭ 

ʄʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʪʘʢʞʝ ʦʢʘʟʘʣʘʩʴ ʵʬʬʝʢʪʠʚʥʦʡ ʚ ʩʥʠʞʝʥʠʠ ʩʠʤʧʪʦʤʦʚ ʪʨʝʚʦʞʥʳʭ 

ʨʘʩʩʪʨʦʡʩʪʚ. ɼʣʷ ʣʶʜʝʡ ʩ ʪʨʝʚʦʞʥʳʤʠ ʨʘʩʩʪʨʦʡʩʪʚʘʤʠ ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʤʦʞʝʪ ʩʣʫʞʠʪʴ 

ʤʦʱʥʳʤ ʠʥʩʪʨʫʤʝʥʪʦʤ ʜʣʷ ʤʦʜʫʣʷʮʠʠ ʫʨʦʚʥʷ ʚʦʟʙʫʞʜʝʥʠʷ ʠ ʠʥʜʫʢʮʠʠ ʨʝʣʘʢʩʘʮʠʠ. 

ɺʦʩʧʨʠʠʤʯʠʚʳʝ ʤʝʪʦʜʳ, ʪʘʢʠʝ ʢʘʢ ʧʨʦʩʣʫʰʠʚʘʥʠʝ ʫʩʧʦʢʘʠʚʘʶʱʝʡ ʤʫʟʳʢʠ, ʙʳʣʠ ʧʨʠʟʥʘʥʳ 
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ʩʧʦʩʦʙʥʳʤʠ ʩʥʠʞʘʪʴ ʬʠʟʠʦʣʦʛʠʯʝʩʢʠʝ ʩʠʤʧʪʦʤʳ ʪʨʝʚʦʛʠ, ʪʘʢʠʝ ʢʘʢ ʯʘʩʪʦʪʘ ʩʝʨʜʝʯʥʳʭ 

ʩʦʢʨʘʱʝʥʠʡ ʠ ʘʨʪʝʨʠʘʣʴʥʦʝ ʜʘʚʣʝʥʠʝ (Thoma et al., 2013). ɸʢʪʠʚʥʦʝ ʤʫʟʠʮʠʨʦʚʘʥʠʝ, ʩ ʜʨʫʛʦʡ 

ʩʪʦʨʦʥʳ, ʤʦʞʝʪ ʜʘʪʴ ʚʦʟʤʦʞʥʦʩʪʴ ʣʶʜʷʤ ʚʳʨʘʟʠʪʴ ʪʨʝʚʦʛʫ ʚ ʢʦʥʪʨʦʣʠʨʫʝʤʦʡ ʠ ʢʨʝʘʪʠʚʥʦʡ 

ʬʦʨʤʝ, ʧʨʝʜʦʩʪʘʚʣʷʷ ʦʙʣʝʛʯʝʥʠʝ ʦʪ ʧʦʜʘʚʣʷʶʱʠʭ ʦʱʫʱʝʥʠʡ, ʯʘʩʪʦ ʩʚʷʟʘʥʥʳʭ ʩ ʪʨʝʚʦʛʦʡ. 

ʄʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʧʨʠ ʧʩʠʭʦʟʝ 

ɺ ʨʝʘʙʠʣʠʪʘʮʠʠ ʣʶʜʝʡ ʩ ʧʩʠʭʦʟʦʤ ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʧʨʝʜʣʘʛʘʝʪ ʫʥʠʢʘʣʴʥʳʝ 

ʧʨʝʠʤʫʱʝʩʪʚʘ. ʆʥʘ ʤʦʞʝʪ ʧʦʤʦʯʴ ʫʣʫʯʰʠʪʴ ʦʨʠʝʥʪʘʮʠʶ ʚ ʨʝʘʣʴʥʦʩʪʠ, ʧʦʚʳʩʠʪʴ 

ʢʦʤʤʫʥʠʢʘʪʠʚʥʳʝ ʥʘʚʳʢʠ ʠ ʫʤʝʥʴʰʠʪʴ ʪʷʞʝʩʪʴ ʪʘʢʠʭ ʩʠʤʧʪʦʤʦʚ, ʢʘʢ ʛʘʣʣʶʮʠʥʘʮʠʠ ʠ ʙʨʝʜ. 

ʀʥʪʝʨʘʢʪʠʚʥʳʝ ʠ ʨʝʣʷʮʠʦʥʥʳʝ ʘʩʧʝʢʪʳ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʦʩʦʙʝʥʥʦ ʮʝʥʥʳ ʜʣʷ ʣʶʜʝʡ ʩ 

ʧʩʠʭʦʟʦʤ, ʧʦʩʢʦʣʴʢʫ ʦʥʠ ʯʘʩʪʦ ʠʩʧʳʪʳʚʘʶʪ ʪʨʫʜʥʦʩʪʠ ʚ ʩʦʮʠʘʣʴʥʳʭ ʚʟʘʠʤʦʜʝʡʩʪʚʠʷʭ ʠ 

ʧʦʜʜʝʨʞʘʥʠʠ ʦʪʥʦʰʝʥʠʡ. ʄʫʟʳʢʘʣʴʥʳʝ ʪʝʨʘʧʝʚʪʠʯʝʩʢʠʝ ʩʝʘʥʩʳ, ʢʦʪʦʨʳʝ ʤʦʛʫʪ ʚʢʣʶʯʘʪʴ 

ʛʨʫʧʧʦʚʫʶ ʠʤʧʨʦʚʠʟʘʮʠʶ ʠʣʠ ʦʙʩʫʞʜʝʥʠʝ ʧʝʩʝʥ, ʩʦʟʜʘʶʪ ʚʦʟʤʦʞʥʦʩʪʠ ʜʣʷ ʩʦʮʠʘʣʴʥʦʛʦ 

ʚʟʘʠʤʦʜʝʡʩʪʚʠʷ ʠ ʩʦʚʤʝʩʪʥʳʭ ʧʝʨʝʞʠʚʘʥʠʡ, ʯʪʦ ʠʤʝʝʪ ʨʝʰʘʶʱʝʝ ʟʥʘʯʝʥʠʝ ʜʣʷ 

ʧʩʠʭʦʩʦʮʠʘʣʴʥʦʡ ʨʝʘʙʠʣʠʪʘʮʠʠ (Gold, Heldal, Dahle, & Wigram, 2005). 

ʄʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʧʨʠ ʥʝʡʨʦʧʩʠʭʦʣʦʛʠʯʝʩʢʠʭ ʨʘʩʩʪʨʦʡʩʪʚʘʭ 

ʄʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʪʘʢʞʝ ʰʠʨʦʢʦ ʠʩʧʦʣʴʟʫʝʪʩʷ ʚ ʢʦʨʨʝʢʮʠʦʥʥʳʭ ʨʘʙʦʪʘʭ ʧʨʠ 

ʥʝʡʨʦʧʩʠʭʦʣʦʛʠʯʝʩʢʠʭ ʨʘʩʩʪʨʦʡʩʪʚʘʭ, ʚʢʣʶʯʘʷ ʨʘʩʩʪʨʦʡʩʪʚʦ ʘʫʪʠʩʪʠʯʝʩʢʦʛʦ ʩʧʝʢʪʨʘ (ʈɸʉ) ʠ 

ʩʠʥʜʨʦʤ ʜʝʬʠʮʠʪʘ ʚʥʠʤʘʥʠʷ ʠ ʛʠʧʝʨʘʢʪʠʚʥʦʩʪʠ (ʉɼɺɻ). ɼʣʷ ʜʝʪʝʡ ʩ ʈɸʉ ʤʫʟʳʢʘʣʴʥʘʷ 

ʪʝʨʘʧʠʷ ʤʦʞʝʪ ʫʣʫʯʰʠʪʴ ʩʦʮʠʘʣʴʥʳʝ ʥʘʚʳʢʠ, ʢʦʤʤʫʥʠʢʘʮʠʶ ʠ ʵʤʦʮʠʦʥʘʣʴʥʫʶ ʨʝʛʫʣʷʮʠʶ. 

ʈʠʪʤʠʯʝʩʢʘʷ ʠ ʧʦʚʪʦʨʷʶʱʘʷʩʷ ʧʨʠʨʦʜʘ ʤʫʟʳʢʠ ʭʦʨʦʰʦ ʩʦʯʝʪʘʝʪʩʷ ʩ ʩʝʥʩʦʨʥʳʤʠ 

ʧʨʝʜʧʦʯʪʝʥʠʷʤʠ ʤʥʦʛʠʭ ʣʶʜʝʡ ʩ ʈɸʉ, ʜʝʣʘʷ ʝʸ ʵʬʬʝʢʪʠʚʥʳʤ ʩʨʝʜʩʪʚʦʤ ʜʣʷ ʚʦʚʣʝʯʝʥʠʷ ʠ 

ʦʙʫʯʝʥʠʷ (Geretsegger, Elefant, Mºssler, & Gold, 2014). ɺ ʩʣʫʯʘʝ ʩ ʉɼɺɻ ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ 

ʤʦʞʝʪ ʧʦʜʜʝʨʞʠʚʘʪʴ ʢʦʥʮʝʥʪʨʘʮʠʶ ʠ ʚʥʠʤʘʥʠʝ, ʩʥʠʞʘʪʴ ʛʠʧʝʨʘʢʪʠʚʥʦʩʪʴ ʠ ʦʙʝʩʧʝʯʠʚʘʪʴ 

ʩʪʨʫʢʪʫʨʠʨʦʚʘʥʥʫʶ ʩʨʝʜʫ ʜʣʷ ʚʳʨʘʞʝʥʠʷ ʧʦʚʝʜʝʥʠʷ. 

ɸʥʘʣʠʟ ʧʦʩʣʝʜʥʠʭ ʪʝʤʘʪʠʯʝʩʢʠʭ ʠʩʩʣʝʜʦʚʘʥʠʡ ʧʦʢʘʟʳʚʘʝʪ ʫʙʝʜʠʪʝʣʴʥʳʝ 

ʜʦʢʘʟʘʪʝʣʴʩʪʚʘ ʵʬʬʝʢʪʠʚʥʦʩʪʠ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʚ ʣʝʯʝʥʠʠ ʧʩʠʭʠʯʝʩʢʠʭ ʨʘʩʩʪʨʦʡʩʪʚ, 

ʦʩʦʙʝʥʥʦ ʜʝʧʨʝʩʩʠʠ ʠ ʩʪʨʝʩʩʦʚʳʭ ʨʘʩʩʪʨʦʡʩʪʚ. ʆʜʥʦ ʠʟ ʪʘʢʠʭ ʠʩʩʣʝʜʦʚʘʥʠʡ ʥʘʛʣʷʜʥʦ 

ʧʨʦʜʝʤʦʥʩʪʨʠʨʦʚʘʣʦ ʧʦʣʦʞʠʪʝʣʴʥʳʝ ʨʝʟʫʣʴʪʘʪʳ ʚʠʨʪʫʘʣʴʥʦʡ ʧʨʦʛʨʘʤʤʳ ʤʫʟʳʢʘʣʴʥʦʡ 

ʪʝʨʘʧʠʠ, ʧʨʝʜʥʘʟʥʘʯʝʥʥʦʡ ʜʣʷ ʩʪʫʜʝʥʪʦʚ ʢʦʣʣʝʜʞʝʡ, ʩʪʨʘʜʘʶʱʠʭ ʦʪ ʯʘʩʪʠʯʥʦʛʦ ʇʊʉʈ ʚʦ 

ʚʨʝʤʷ ʧʘʥʜʝʤʠʠ COVID-19. ʕʪʦ ʚʤʝʰʘʪʝʣʴʩʪʚʦ ʧʨʠʚʝʣʦ ʢ ʟʥʘʯʠʪʝʣʴʥʦʤʫ ʩʥʠʞʝʥʠʶ ʫʨʦʚʥʷ 

ʩʪʨʝʩʩʘ, ʪʨʝʚʦʞʥʦʩʪʠ ʠ ʜʝʧʨʝʩʩʠʚʥʳʭ ʩʠʤʧʪʦʤʦʚ, ʜʝʤʦʥʩʪʨʠʨʫʷ ʥʝʤʝʜʣʝʥʥʳʡ ʠ ʫʩʪʦʡʯʠʚʳʡ 

ʧʦʣʦʞʠʪʝʣʴʥʳʡ ʵʬʬʝʢʪ ʥʘ ʧʩʠʭʠʯʝʩʢʦʝ ʙʣʘʛʦʧʦʣʫʯʠʝ (Han J ʠ ʜʨ., 2024). ɹʦʣʝʝ ʪʦʛʦ, ʜʨʫʛʦʝ 

ʪʝʤʘʪʠʯʝʩʢʦʝ ʠʩʩʣʝʜʦʚʘʥʠʝ ʧʦʜʯʝʨʢʥʫʣʦ ʙʦʣʝʝ ʰʠʨʦʢʫʶ ʨʦʣʴ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʚ 

ʦʙʣʝʛʯʝʥʠʠ ʜʝʧʨʝʩʩʠʚʥʳʭ ʩʠʤʧʪʦʤʦʚ ʯʝʨʝʟ ʨʘʟʣʠʯʥʳʝ ʧʦʜʭʦʜʳ, ʚʢʣʶʯʘʷ ʘʢʪʠʚʥʦʝ ʫʯʘʩʪʠʝ ʠ 

ʚʦʩʧʨʠʠʤʯʠʚʦʝ ʩʣʫʰʘʥʠʝ, ʢʦʪʦʨʳʝ ʩʧʦʩʦʙʩʪʚʫʶʪ ʵʤʦʮʠʦʥʘʣʴʥʦʡ ʨʝʛʫʣʷʮʠʠ ʠ ʫʣʫʯʰʝʥʠʶ 

ʥʘʩʪʨʦʝʥʠʷ (Su K, 2024). ʕʪʠ ʨʝʟʫʣʴʪʘʪʳ ʚ ʩʦʚʦʢʫʧʥʦʩʪʠ ʧʦʜʯʝʨʢʠʚʘʶʪ, ʯʪʦ ʤʫʟʳʢʘʣʴʥʘʷ 

ʪʝʨʘʧʠʷ ʥʝ ʪʦʣʴʢʦ ʩʣʫʞʠʪ ʞʠʟʥʝʩʧʦʩʦʙʥʳʤ ʤʝʪʦʜʦʤ ʣʝʯʝʥʠʷ, ʥʦ ʠ ʦʙʦʛʘʱʘʝʪ ʪʝʨʘʧʝʚʪʠʯʝʩʢʠʡ 

ʘʨʩʝʥʘʣ, ʜʦʩʪʫʧʥʳʡ ʢʣʠʥʠʮʠʩʪʘʤ ʜʣʷ ʨʝʰʝʥʠʷ ʧʨʦʙʣʝʤ ʧʩʠʭʠʯʝʩʢʦʛʦ ʟʜʦʨʦʚʴʷ. 

ɿʘʢʣʶʯʝʥʠʝ 

ʄʫʟʳʢʘ ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʙʦʡ ʟʚʫʢʦʚʦʝ ʚʳʨʘʞʝʥʠʝ ʚʩʝʣʝʥʥʦʡ, ʦʢʘʟʳʚʘʶʱʝʝ ʧʦʟʠʪʠʚʥʦʝ 

ʠ ʫʩʧʦʢʘʠʚʘʶʱʝʝ ʚʦʟʜʝʡʩʪʚʠʝ ʥʘ ʯʝʣʦʚʝʢʘ ʥʘ ʧʨʦʪʷʞʝʥʠʠ ʚʩʝʡ ʠʩʪʦʨʠʠ. ɺ ʩʦʚʨʝʤʝʥʥʦʤ ʤʠʨʝ, 

ʛʜʝ ʫʨʦʚʝʥʴ ʩʪʨʝʩʩʘ ʥʝʧʨʝʨʳʚʥʦ ʚʦʟʨʘʩʪʘʝʪ ʠʟ-ʟʘ ʩʪʨʝʤʣʝʥʠʷ ʢ ʢʦʤʬʦʨʪʫ ʠ ʧʦʩʪʦʷʥʥʦʡ 
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ʟʘʥʷʪʦʩʪʠ, ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʩʪʘʥʦʚʠʪʩʷ ʥʝʦʙʭʦʜʠʤʦʩʪʴʶ ʜʣʷ ʧʨʘʢʪʠʯʝʩʢʠ ʢʘʞʜʦʛʦ. 

ʄʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʵʬʬʝʢʪʠʚʥʦ ʩʧʦʩʦʙʩʪʚʫʝʪ ʩʥʷʪʠʶ ʩʪʨʝʩʩʘ, ʦʩʦʙʝʥʥʦ ʚ ʫʩʣʦʚʠʷʭ 

ʮʠʬʨʦʚʦʡ ʵʧʦʭʠ, ʢʦʛʜʘ ʟʥʘʯʠʪʝʣʴʥʘʷ ʯʘʩʪʴ ʚʨʝʤʝʥʠ ʧʨʦʚʦʜʠʪʩʷ ʟʘ ʢʦʤʧʴʶʪʝʨʘʤʠ ʠ 

ʪʝʣʝʬʦʥʘʤʠ, ʯʪʦ ʥʝʙʣʘʛʦʧʨʠʷʪʥʦ ʩʢʘʟʳʚʘʝʪʩʷ ʥʘ ʧʩʠʭʠʯʝʩʢʦʤ ʠ ʥʝʨʚʥʦʤ ʟʜʦʨʦʚʴʝ. 

ʂʘʢ ʤʫʟʳʢʘʥʪ ʠ ʧʝʜʘʛʦʛ, ʷ ʛʣʫʙʦʢʦ ʦʩʦʟʥʘʶ ʙʣʘʛʦʪʚʦʨʥʦʝ ʚʣʠʷʥʠʝ ʤʫʟʳʢʠ ʥʘ ʥʝʨʚʥʫʶ 

ʩʠʩʪʝʤʫ ʯʝʣʦʚʝʢʘ. ʄʦʡ ʧʝʜʘʛʦʛʠʯʝʩʢʠʡ ʦʧʳʪ ʦʭʚʘʪʳʚʘʝʪ ʨʘʙʦʪʫ ʩ ʫʯʝʥʠʢʘʤʠ ʨʘʟʥʦʛʦ ʚʦʟʨʘʩʪʘ, 

ʠ ʦʩʥʦʚʥʦʝ ʚʥʠʤʘʥʠʝ ʷ ʫʜʝʣʷʶ ʘʢʪʠʚʥʦʡ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ, ʯʪʦ ʪʨʝʙʫʝʪ ʟʥʘʯʠʪʝʣʴʥʳʭ 

ʚʨʝʤʝʥʥʳʭ ʟʘʪʨʘʪ. ɺ ʩʚʦʝʡ ʧʨʘʢʪʠʢʝ ʷ ʥʝʦʜʥʦʢʨʘʪʥʦ ʩʪʘʣʢʠʚʘʣʘʩʴ ʩ ʦʩʦʙʳʤʠ ʩʣʫʯʘʷʤʠ, 

ʥʘʧʨʠʤʝʨ, ʩ ʜʝʪʴʤʠ ʩ ʘʫʪʠʟʤʦʤ, ʢʦʪʦʨʳʝ ʦʪʣʠʯʘʶʪʩʷ ʨʘʟʥʦʦʙʨʘʟʠʝʤ ʠ ʚʩʝʛʜʘ ʚʳʟʳʚʘʶʪ 

ʠʥʪʝʨʝʩ. ʄʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʜʝʤʦʥʩʪʨʠʨʫʝʪ ʩʚʦʶ ʵʬʬʝʢʪʠʚʥʦʩʪʴ ʠ ʦʢʘʟʳʚʘʝʪ 

ʧʦʣʦʞʠʪʝʣʴʥʦʝ ʚʣʠʷʥʠʝ ʥʘ ʪʘʢʠʭ ʜʝʪʝʡ, ʯʪʦ ʠʥʦʛʜʘ ʧʨʠʚʦʜʠʪ ʢ ʠʭ ʫʩʧʝʰʥʳʤ ʚʳʩʪʫʧʣʝʥʠʷʤ 

ʥʘ ʢʦʥʮʝʨʪʘʭ. 

ʆʜʥʠʤ ʠʟ ʷʨʢʠʭ ʧʨʠʤʝʨʦʚ ʙʳʣ ʫʯʝʥʠʢ, ʢʦʪʦʨʳʡ ʩʥʘʯʘʣʘ ʥʝ ʤʦʛ ʥʠ ʠʛʨʘʪʴ, ʥʠ ʩʤʦʪʨʝʪʴ, 

ʢʘʢ ʷ ʠʛʨʘʶ, ʥʦ ʥʘ ʩʣʝʜʫʶʱʝʤ ʟʘʥʷʪʠʠ ʩʤʦʛ ʪʦʯʥʦ ʚʦʩʧʨʦʠʟʚʝʩʪʠ ʤʝʣʦʜʠʶ. ɼʨʫʛʦʡ ʫʯʝʥʠʢ 

ʥʫʞʜʘʣʩʷ ʚ ʪʦʤ, ʯʪʦʙʳ ʧʦʯʫʚʩʪʚʦʚʘʪʴ ʤʝʣʦʜʠʶ ʥʘ ʤʦʠʭ ʨʫʢʘʭ, ʧʨʝʞʜʝ ʯʝʤ ʧʦʚʪʦʨʠʪʴ ʝʸ. 

ʇʦʜʦʙʥʳʝ ʠʥʪʝʨʝʩʥʳʝ ʤʦʤʝʥʪʳ ʩʣʫʯʘʶʪʩʷ ʨʝʛʫʣʷʨʥʦ. ʂʨʦʤʝ ʪʦʛʦ, ʷ ʨʘʙʦʪʘʣʘ ʩ 65-ʣʝʪʥʠʤ 

ʧʨʦʬʝʩʩʦʨʦʤ, ʫ ʢʦʪʦʨʦʛʦ ʙʳʣʠ ʧʨʦʙʣʝʤʳ ʩ ʤʦʪʦʨʠʢʦʡ. ʇʦʩʣʝ ʥʝʩʢʦʣʴʢʠʭ ʤʝʩʷʮʝʚ ʟʘʥʷʪʠʡ ʝʛʦ 

ʧʘʣʴʮʳ ʩʪʘʣʠ ʟʥʘʯʠʪʝʣʴʥʦ ʙʦʣʝʝ ʛʠʙʢʠʤʠ. ʊʘʢʞʝ ʢʦ ʤʥʝ ʦʙʨʘʱʘʶʪʩʷ ʣʶʜʠ ʩ ʥʘʩʣʝʜʩʪʚʝʥʥʳʤʠ 

ʟʘʙʦʣʝʚʘʥʠʷʤʠ, ʪʘʢʠʤʠ ʢʘʢ ʙʦʣʝʟʥʴ ɸʣʴʮʛʝʡʤʝʨʘ ʠ ʜʝʤʝʥʮʠʷ. 

ʆʩʦʙʝʥʥʦ ʧʨʠʤʝʯʘʪʝʣʴʥʳʤ ʷʚʣʷʝʪʩʷ ʩʣʫʯʘʡ, ʢʦʛʜʘ ʷ ʥʘʙʣʶʜʘʣʘ ʫʣʫʯʰʝʥʠʝ ʧʘʤʷʪʠ ʫ 

ʯʝʣʦʚʝʢʘ ʩ ʜʝʤʝʥʮʠʝʡ ʙʣʘʛʦʜʘʨʷ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ. ʊʘʢʞʝ ʙʳʣ ʩʣʫʯʘʡ, ʢʦʛʜʘ ʫʯʝʥʠʮʘ, 

ʠʩʧʳʪʳʚʘʶʱʘʷ ʨʘʟʜʨʘʞʠʪʝʣʴʥʦʩʪʴ ʠ ʧʨʦʙʣʝʤʳ ʩ ʩʘʤʦʢʦʥʪʨʦʣʝʤ ʚ ʩʚʷʟʠ ʩ ʤʝʥʦʧʘʫʟʦʡ, 

ʦʱʫʪʠʣʘ ʟʥʘʯʠʪʝʣʴʥʦʝ ʫʣʫʯʰʝʥʠʝ ʩʚʦʝʛʦ ʩʦʩʪʦʷʥʠʷ ʧʦʩʣʝ ʟʘʥʷʪʠʡ ʬʦʨʪʝʧʠʘʥʦ ʠ ʚʦʢʘʣʦʤ. 

ʄʫʟʳʢʘ ʦʪʢʨʳʚʘʝʪ ʥʦʚʳʝ ʛʦʨʠʟʦʥʪʳ ʠ ʧʦʤʦʛʘʝʪ ʣʶʜʷʤ ʦʙʨʝʩʪʠ ʚʥʫʪʨʝʥʥʶʶ 

ʛʘʨʤʦʥʠʶ. ʗ ʫʙʝʞʜʝʥʘ, ʯʪʦ ʩ ʧʦʤʦʱʴʶ ʤʫʟʳʢʠ ʤʦʞʥʦ ʧʨʝʦʜʦʣʝʪʴ ʤʥʦʛʠʝ ʪʨʫʜʥʦʩʪʠ, ʠ 

ʧʨʦʜʦʣʞʘʶ ʨʘʙʦʪʘʪʴ ʥʘʜ ʪʝʤ, ʯʪʦʙʳ ʧʨʠʥʦʩʠʪʴ ʧʦʣʴʟʫ ʩʚʦʠʤ ʫʯʝʥʠʢʘʤ, ʚʜʦʭʥʦʚʣʷʷ ʠʭ ʥʘ 

ʥʦʚʳʝ ʜʦʩʪʠʞʝʥʠʷ ʠ ʧʦʜʜʝʨʞʠʚʘʷ ʥʘ ʧʫʪʠ ʢ ʫʣʫʯʰʝʥʠʶ ʢʘʯʝʩʪʚʘ ʠʭ ʞʠʟʥʠ. 

ɺ ʟʘʢʣʶʯʝʥʠʝ, ʨʦʣʴ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʚ ʧʩʠʭʦʣʦʛʠʯʝʩʢʦʡ ʧʨʘʢʪʠʢʝ ʷʚʣʷʝʪʩʷ ʢʘʢ 

ʛʣʫʙʦʢʦʡ, ʪʘʢ ʠ ʤʥʦʛʦʘʩʧʝʢʪʥʦʡ, ʧʨʝʜʣʘʛʘʷ ʫʥʠʢʘʣʴʥʳʝ ʧʫʪʠ ʜʣʷ ʵʤʦʮʠʦʥʘʣʴʥʦʛʦ ʠ 

ʢʦʤʤʫʥʠʢʘʪʠʚʥʦʛʦ ʨʦʩʪʘ, ʦʩʦʙʝʥʥʦ ʩʨʝʜʠ ʣʶʜʝʡ ʩ ʘʫʪʠʟʤʦʤ. ʂʘʢ ʧʦʢʘʟʳʚʘʶʪ ʧʦʩʣʝʜʥʠʝ 

ʠʩʩʣʝʜʦʚʘʥʠʷ, ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʥʝ ʪʦʣʴʢʦ ʧʨʝʜʦʩʪʘʚʣʷʝʪ ʩʨʝʜʩʪʚʦ ʜʣʷ ʚʳʨʘʞʝʥʠʷ, ʥʦ ʠ 

ʩʧʦʩʦʙʩʪʚʫʝʪ ʨʘʟʚʠʪʠʶ ʥʝʚʝʨʙʘʣʴʥʳʭ ʢʦʤʤʫʥʠʢʘʪʠʚʥʳʭ ʥʘʚʳʢʦʚ, ʞʠʟʥʝʥʥʦ ʚʘʞʥʳʭ ʜʣʷ ʪʝʭ, 

ʢʪʦ ʩʪʘʣʢʠʚʘʝʪʩʷ ʩ ʧʨʦʙʣʝʤʘʤʠ ʨʘʟʚʠʪʠʷ (Shi Y, 2023). ɺʟʘʠʤʦʩʚʷʟʴ ʤʝʞʜʫ ʤʫʟʳʢʦʡ ʠ 

ʵʤʦʮʠʷʤʠ ʫʩʠʣʠʚʘʝʪ ʝʝ ʧʦʪʝʥʮʠʘʣ ʢʘʢ ʪʝʨʘʧʝʚʪʠʯʝʩʢʦʛʦ ʠʥʩʪʨʫʤʝʥʪʘ, ʩʧʦʩʦʙʩʪʚʫʷ 

ʫʩʪʘʥʦʚʣʝʥʠʶ ʩʚʷʟʝʡ, ʢʦʪʦʨʳʝ ʪʨʘʜʠʮʠʦʥʥʳʝ ʚʝʨʙʘʣʴʥʳʝ ʧʦʜʭʦʜʳ ʯʘʩʪʦ ʥʝ ʤʦʛʫʪ ʜʦʩʪʠʯʴ. 

ɹʦʣʝʝ ʪʦʛʦ, ʤʝʞʜʠʩʮʠʧʣʠʥʘʨʥʳʡ ʭʘʨʘʢʪʝʨ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ, ʦʙʲʝʜʠʥʷʶʱʠʡ ʤʝʜʠʮʠʥʫ, 

ʧʩʠʭʦʣʦʛʠʶ ʠ ʠʩʢʫʩʩʪʚʦ, ʧʦʜʯʝʨʢʠʚʘʝʪ ʝʝ ʫʥʠʚʝʨʩʘʣʴʥʦʩʪʴ ʠ ʵʬʬʝʢʪʠʚʥʦʩʪʴ ʚ ʜʦʩʪʠʞʝʥʠʠ 

ʨʘʟʣʠʯʥʳʭ ʢʣʠʥʠʯʝʩʢʠʭ ʮʝʣʝʡ (Liu W, 2023). ʅʝʩʤʦʪʨʷ ʥʘ ʝʝ ʤʥʦʛʦʦʙʝʱʘʶʱʠʝ ʨʝʟʫʣʴʪʘʪʳ, 

ʦʩʪʘʝʪʩʷ ʥʝʦʙʭʦʜʠʤʦʩʪʴ ʚ ʜʘʣʴʥʝʡʰʝʤ ʠʩʩʣʝʜʦʚʘʥʠʠ ʤʝʭʘʥʠʟʤʦʚ, ʧʦʩʨʝʜʩʪʚʦʤ ʢʦʪʦʨʳʭ 

ʜʝʡʩʪʚʫʝʪ ʤʫʟʳʢʘʣʴʥʘʷ ʪʝʨʘʧʠʷ, ʯʪʦʙʳ ʦʙʝʩʧʝʯʠʪʴ ʙʦʣʝʝ ʰʠʨʦʢʦʝ ʠ ʙʦʣʝʝ ʪʦʥʢʦʝ ʧʨʠʤʝʥʝʥʠʝ 

ʚ ʧʩʠʭʦʣʦʛʠʯʝʩʢʠʭ ʨʘʤʢʘʭ. ʕʪʦ ʧʨʦʜʦʣʞʘʶʱʝʝʩʷ ʠʩʩʣʝʜʦʚʘʥʠʝ ʚ ʢʦʥʝʯʥʦʤ ʠʪʦʛʝ ʧʦʟʚʦʣʠʪ 

ʧʨʦʬʝʩʩʠʦʥʘʣʘʤ ʠʩʧʦʣʴʟʦʚʘʪʴ ʧʦʣʥʳʡ ʧʦʪʝʥʮʠʘʣ ʤʫʟʳʢʠ ʢʘʢ ʪʝʨʘʧʝʚʪʠʯʝʩʢʦʛʦ ʨʝʩʫʨʩʘ. 

ʇʦ ʤʝʨʝ ʪʦʛʦ ʢʘʢ ʦʙʣʘʩʪʴ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʧʨʦʜʦʣʞʘʝʪ ʨʘʟʚʠʚʘʪʴʩʷ, 

ʤʝʞʜʠʩʮʠʧʣʠʥʘʨʥʳʡ ʧʦʜʭʦʜ, ʦʭʚʘʪʳʚʘʶʱʠʡ ʜʦʩʪʠʞʝʥʠʷ ʚ ʥʝʡʨʦʥʘʫʢʝ, ʧʩʠʭʦʣʦʛʠʠ ʠ 

ʤʫʟʳʢʦʚʝʜʝʥʠʠ, ʩʪʘʥʦʚʠʪʩʷ ʢʨʠʪʠʯʝʩʢʠ ʚʘʞʥʳʤ ʜʣʷ ʝʝ ʙʫʜʫʱʠʭ ʥʘʧʨʘʚʣʝʥʠʡ. ʀʩʩʣʝʜʦʚʘʪʝʣʠ 
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ʜʦʣʞʥʳ ʩʪʨʝʤʠʪʴʩʷ ʠʟʫʯʠʪʴ ʩʣʦʞʥʳʝ ʚʟʘʠʤʦʩʚʷʟʠ ʤʝʞʜʫ ʩʪʨʫʢʪʫʨʥʳʤʠ ʵʣʝʤʝʥʪʘʤʠ ʤʫʟʳʢʠ 

ð ʪʘʢʠʤʠ ʢʘʢ ʨʠʪʤ, ʤʝʣʦʜʠʷ ʠ ʛʘʨʤʦʥʠʷ ð ʠ ʠʭ ʧʩʠʭʦʣʦʛʠʯʝʩʢʠʤʠ ʚʦʟʜʝʡʩʪʚʠʷʤʠ, 

ʩʦʩʨʝʜʦʪʦʯʠʚ ʚʥʠʤʘʥʠʝ ʥʘ ʪʦʤ, ʢʘʢ ʵʪʠ ʘʩʧʝʢʪʳ ʤʦʛʫʪ ʙʳʪʴ ʦʧʪʠʤʘʣʴʥʦ ʠʩʧʦʣʴʟʦʚʘʥʳ ʜʣʷ 

ʨʘʟʨʘʙʦʪʢʠ ʠʥʜʠʚʠʜʫʘʣʴʥʳʭ ʪʝʨʘʧʝʚʪʠʯʝʩʢʠʭ ʚʤʝʰʘʪʝʣʴʩʪʚ. ɹʦʣʝʝ ʪʦʛʦ, ʥʝʦʙʭʦʜʠʤʳ 

ʜʦʣʛʦʩʨʦʯʥʳʝ ʠʩʩʣʝʜʦʚʘʥʠʷ ʜʣʷ ʦʮʝʥʢʠ ʵʬʬʝʢʪʠʚʥʦʩʪʠ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʚ ʨʘʟʣʠʯʥʳʭ 

ʧʩʠʭʦʣʦʛʠʯʝʩʢʠʭ ʢʦʥʪʝʢʩʪʘʭ, ʚʢʣʶʯʘʷ ʪʨʝʚʦʞʥʦʩʪʴ, ʜʝʧʨʝʩʩʠʶ ʠ ʚʦʩʩʪʘʥʦʚʣʝʥʠʝ ʧʦʩʣʝ ʪʨʘʚʤ. 

ʇʦʩʣʝʜʩʪʚʠʷ ʪʘʢʠʭ ʠʩʩʣʝʜʦʚʘʥʠʡ ʚʳʭʦʜʷʪ ʟʘ ʨʘʤʢʠ ʢʣʠʥʠʯʝʩʢʠʭ ʫʩʣʦʚʠʡ, ʧʨʝʜʧʦʣʘʛʘʷ, ʯʪʦ 

ʨʘʩʰʠʨʝʥʥʦʝ ʧʦʥʠʤʘʥʠʝ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ ʤʦʞʝʪ ʧʦʚʣʠʷʪʴ ʥʘ ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʝ ʧʨʘʢʪʠʢʠ 

ʠ ʦʙʱʝʩʪʚʝʥʥʳʝ ʠʥʠʮʠʘʪʠʚʳ ʚ ʦʙʣʘʩʪʠ ʧʩʠʭʠʯʝʩʢʦʛʦ ʟʜʦʨʦʚʴʷ. ɺ ʢʦʥʝʯʥʦʤ ʠʪʦʛʝ, ʩʦʜʝʡʩʪʚʠʝ 

ʩʦʪʨʫʜʥʠʯʝʩʪʚʫ ʤʝʞʜʫ ʧʨʦʬʝʩʩʠʦʥʘʣʘʤʠ ʚ ʩʤʝʞʥʳʭ ʜʠʩʮʠʧʣʠʥʘʭ ʥʝ ʪʦʣʴʢʦ ʫʢʨʝʧʠʪ 

ʜʦʢʘʟʘʪʝʣʴʥʫʶ ʙʘʟʫ ʜʣʷ ʤʫʟʳʢʘʣʴʥʦʡ ʪʝʨʘʧʠʠ, ʥʦ ʠ ʧʦʚʳʩʠʪ ʝʝ ʧʨʠʟʥʘʥʠʝ ʢʘʢ ʟʥʘʯʠʪʝʣʴʥʦʛʦ 

ʤʝʪʦʜʘ ʚ ʨʘʤʢʘʭ ʙʦʣʝʝ ʰʠʨʦʢʦʛʦ ʧʩʠʭʦʣʦʛʠʯʝʩʢʦʛʦ ʜʠʩʢʫʨʩʘ. 
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DĶAGNOSTĶC POSSĶBĶLĶTĶES OF AZERBAĶJANĶ MUGHAM 

Since centuries, studies have been conducted on the use of music in the treatment of physical 

and mental diseases. Each nation, ethnos (due to its geographic location, related climatic conditions, 

way of life, language it speaks, etc.) has its own musical intonations, and they are used in oriental 

medicine and in the treatment of people. It is no coincidence that the word music, which comes from 

the Greek language, is also expressed as "food of the soul". 

In Azerbaijan, music has been used in the treatment of diseases. Centuries ago, music was 

used as a healing method by Safiyaddin Urmavi and Al-Farabi. Our genius composer Uzeyir Bey 

Hajibeyli also talked about the influence of mughams on the human soul in his notes. 

The use of music in the diagnosis of diseases was proven for the first time in the world by 

Tahmazov Rafig Fuad, Doctor of Medical Sciences, Professor of Azerbaijan Medical University. 

Among the musical instruments closest to the human voice, he first chose the performance of the 

kamancha instrument (in terms of timbre and extension). 

In our research, we used express mugham diagnostics, iridodiagnostics, computer pulse 

diagnostics, auriculodiagnostics and ultrasound examination, magnetic resonance tomography 

(MRI), radiography, clinical biochemical laboratory methods, which are among the methods of 

modern medicine. The obtained results were compared. The measurement of sound waves - vibrations 
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that cause intonation effects is one of the most important aspects in the study of work. The acoustic 

parameters of mugham diagnostics were carried out by Zeynal Isayev, senior researcher of the 

acoustics laboratory of Uzeyir Hajibeyli Baku Academy of Music. 11 people (men, women, children) 

participated in the research. Final statistics will be announced based on the results. 

Keywords: express diagnosis, U-SIN, acoustics 
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INTEGRATIVE MUSIC THERAPY IN MODERN PHARMACEUTICAL  EDUCATION  

Modern pharmaceutical education is inextricably linked with integrative medicine. Non-drug 

therapy methods are increasingly used in medicine worldwide. Integrative music therapy combines 
 

music therapy with other forms of art therapy, such as dance, poetry, painting, sculpting, sand therapy, 

and more. 

In many advanced countries, integrative therapy methods such as bioregulatory, 

orthomolecular, balneotherapy, manual therapy, reflexology, homeopathy, diet therapy, phytotherapy, 

aromatherapy, flower therapy, mistletoe therapy, osteopathy, isopathy, color therapy, psychotherapy, 

and microbiological therapy are widely used in medical and pharmaceutical education. 

There are three types of music therapy: integrative, active, and mixed. Among them, 

integrative music therapy is more widely used, particularly in treating mental disorders, intellectual 

disabilities, and autism. 

In Azerbaijan, music treatment has been known for a long time. To relieve fatigue, neuroses, 

improve mood and sleep, our ancestors listened to the music of Eastern instruments: rubab, oud, dutar, 

tanbur, ney, mizmar, surnai, chang, shahrud, qanun, and others. They compared musical instruments 

to medicinal plants and fragrant spices. For example, tar was compared to the healing, aromatic 

saffron, nagara to clove or ginseng, oud to valerian, ney to lemon balm, zurna to strong coffee, saz 

to licorice, and kamancha to laurel, which fits well within naturopathy. 

Classical modern music therapy has effects on the body similar to psychopharmacotherapeutic 

agents. Without using these drugs, one can activate the body with music therapy. We have developed 

methodologies for applying integrative music therapy in the practice of childhood neuroses and 

psychoses, which have a beneficial effect on sick children. In collaboration with our therapists and 

musicians, we are continuing to develop therapeutic music discs. These musical diagnostic and 

therapeutic discs are planned to be used in the pharmacies of our country. 

Keywords: integrative therapy, music diagnostic, aromatherapy 
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RULES FOR THE CORRECT USE OF VOICE IN THE ART OF KHANENDE  

The art of khanende, Azerbaijani traditional singers, relies on important factors: voice 

polishing, proper breathing, word division, and precise pronunciation of vowels and consonants. Each 

element is crucial for delivering performances that resonate effectively with listeners. Thus, one of 

the most important points during the khanendeôs performance is the adjustment of the voice, which 

helps convey the mugham or song, and tesnif performed by the khanende to the listener in the right 

way. So, the singer should initially  breathe properly, and spend the breath he takes not in one breath, 

but in parts during the performance. Otherwise, if he spends the breath taken and then starts singing, 

then he will  not be able to finish the line he performed and will  breathe again, this will  create 
 

arrhythmia during the performance, and the words he sung will be divided into two, and the listener 

will have heard a performance that is not pleasant to the ear. Currently, khanende are typically 

categorized into two groups based on their approach to breath and voice production: some use 

diaphragmatic breathing, while others opt for chest breathing. Additionally, in the zil register, singers 

may employ chest, nasal, or head voice techniques based on personal preference and vocal style. The 

above-mentioned performances are completely individual. That is, each singer adjusts how to use his 

voice in the zil registers according to the range and timbre of their voice. Voice timbres and voice 

colors are completely individual, just as performances are different. In order to properly polish the 

voice and use it with the right technique during the performance, the khanende must learn the mugham 

performance technique and master it very well so that they can apply it properly during their 

performance. 

Keywords: voice, timbre, range, breathing, technique 

 

Xanᴅndᴅ ifasē zamanē ilkin olaraq d¿zg¿n nᴅfᴅs almalē, aldēĵē nᴅfᴅsi bir nᴅfᴅsᴅ deyil hissᴅ-

hissᴅ verᴅrᴅk xᴅrclᴅmᴅlidir. ᴄks halda alēnmēĸ nᴅfᴅsi xᴅrclᴅyib daha sonra ifaya baĸlasa o zaman ifa 

etmiĸ olduĵu sᴅtiri sona qᴅdᴅr ­atdēra bilmᴅyib tᴅkrar nᴅfᴅs alacaq, bu isᴅ ifa zamanē hᴅm aritmiya 

yaradacaq, hᴅm ifa etdiyi sºz¿n ikiyᴅ bºl¿nmᴅsi ilᴅ nᴅticᴅlᴅnᴅcᴅk ki, bu da dinlᴅyicidᴅ qulaĵa xoĸ 

gᴅlmᴅyᴅn bir ifa sᴅslᴅnmᴅsi eĸidilᴅcᴅk. Hal-hazērda xanᴅndᴅlᴅr arasēnda nᴅfᴅsdᴅn vᴅ sᴅsin ºz¿ndᴅn 

istifadᴅ edᴅnlᴅr adᴅtᴅn iki qrupa bºl¿n¿rlᴅr. Belᴅ ki, bir qrup xanᴅndᴅ nᴅfᴅsi diafraqmadan (yᴅni qarēn 

boĸluĵundan) alērsa, digᴅr qrup xanᴅndᴅlᴅr isᴅ nᴅfᴅsi sinᴅdᴅn alērlar. Vᴅ yaxud ᴅgᴅr bir qrup xanᴅndᴅ 

zil registrlᴅrdᴅ ifalarē zamanē sᴅsi sinᴅdᴅn ­ēxarērlarsa, digᴅr qrup xanᴅndᴅlᴅr sᴅsi q¿nnᴅdᴅn (yᴅni 

burundan), nºvbᴅti bir qrup xanᴅndᴅlᴅr isᴅ zil notlarda adᴅtᴅn bu hal baĸ verir beyin sᴅsindᴅn istifadᴅ 

etmiĸ olurlar. 
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Bu sadalamēĸ olduĵumuz ifalar tamamilᴅ fᴅrdidir. Yᴅni hᴅr xanᴅndᴅ sᴅsinin diapazonuna vᴅ 

sᴅs rᴅnginᴅ gºrᴅ zil registrlᴅrdᴅ sᴅsindᴅn necᴅ istifadᴅ edᴅcᴅyini ºz¿ tᴅnzimlᴅyir. Ķfalar fᴅrqli olduĵu 

kimi sᴅs tembrlᴅri vᴅ sᴅs rᴅnglᴅri dᴅ ᴅlbᴅtdᴅki, fᴅrdidir. Sᴅsin d¿zg¿n cilalanmasē, ifa zamanē ondan 

d¿zg¿n texnika ilᴅ istifadᴅ olunmasē ¿­¿n isᴅ xanᴅndᴅ muĵamēn ifa texnikasēnēn tᴅdrisini almalē vᴅ 

buna ­ox yaxĸē sᴅviyyᴅdᴅ yiyᴅlᴅnmᴅlidir ki, ºz ifasē zamanē az ºncᴅ qeyd etmiĸ olduĵumuz b¿t¿n bu 

amillᴅri d¿zg¿n ĸᴅkildᴅ ifasēna tᴅdqiq edᴅ bilsin. 

Azᴅrbaycan muĵam sᴅnᴅti zᴅngin kºklᴅrᴅ malikdir ki, bu kºklᴅrdᴅn bᴅhrᴅlᴅnmiĸ bir ­ox 

sᴅnᴅtkarlarēmēz olmuĸdur, olublar vᴅ ᴅlbᴅtdᴅ ki, olmaqdadērlar. Xanᴅndᴅlik sᴅnᴅti kᴅnardan ­ox asan 

vᴅ bᴅsit gºr¿nsᴅ dᴅ dᴅrinliklᴅrinᴅ vardēqca sanki, sonu olmayan bir dᴅryaya baĸ vurursan. 

2012-ci ildᴅn bu g¿nᴅ kimi Azᴅrbaycan Milli Konservatoriyasēnda pedaqoq kimi fᴅaliyyᴅt 

gºstᴅrirᴅm. Mᴅn ºz nºvbᴅmdᴅ hᴅr zaman ­alēĸmamēĸam ki, tᴅlᴅbᴅlᴅrimᴅ tᴅkcᴅ muĵam 

proqramēmēzda qeyd olunmuĸ muĵamlarē vᴅ zᴅrbi-muĵamlarē tᴅdris edib tᴅhsil ilini baĸa vurum. Hᴅr 

zaman amalēm vᴅ mᴅqsᴅdim ustadlarēmdan gºr¿b gºt¿rd¿y¿m vᴅ illᴅrdir araĸdērdēĵēm tᴅdris 

metodikalarēdēr ki, bura istᴅr m¿ᴅllim-tᴅlᴅbᴅ m¿nasibᴅtlᴅri olsun, istᴅr sᴅhnᴅ mᴅdᴅniyyᴅti olsun, istᴅr 

diksiya olsun, istᴅr qavalēn ᴅldᴅ d¿zg¿n saxlanēlmasē vᴅ onunla d¿zg¿n rᴅftar olsun, sᴅs mᴅĸqᴅlᴅlᴅri 

vᴅ s. bu siyahēnē daha ­ox artērmaq olar, ᴅlimdᴅn gᴅldiyi qᴅdᴅr tᴅlᴅbᴅlᴅrimizin kamil bir formada 

yetiĸᴅrᴅk Milli Konservatoriyamēzēn mᴅzunu olmasēna tºhvᴅ vermᴅyᴅ ­alēĸēram.   

¢¿nki, ali tᴅhsil ocaĵēnē bitirmiĸ bir tᴅlᴅbᴅ artēq digᴅr bir musiqi ocaĵēnda pedaqoq kimi 

fᴅaliyyᴅt gºstᴅrmᴅk qabiliyyᴅtinᴅ malik olur. Bu isᴅ gᴅlᴅcᴅkdᴅ yetiĸmᴅkdᴅ olan gᴅnc nᴅsil muĵam 

ifa­ēlarēnēn tᴅhsil sᴅviyyᴅsinᴅ ᴅlbᴅtdᴅki bºy¿k tᴅsir gºstᴅrir. Yᴅni biz pedaqoqlar nᴅ qᴅdᴅr savadlē, 

peĸᴅkar bir xanᴅndᴅ yetiĸdirᴅriksᴅ muĵamēmēzēn da bir o qᴅdᴅr etibarlē ᴅllᴅrdᴅ olmasēna bºy¿k zᴅmin 

yaratmēĸ olarēq. 

Hᴅr bir ifa­ē, xanᴅndᴅ m¿tlᴅq ĸᴅkildᴅ ifasēna baĸlamamēĸdan ºncᴅ istᴅr konsert salonlarēnda, 

istᴅr tᴅdris zamanē m¿tlᴅq ki, sᴅs mᴅĸqᴅlᴅlᴅri etmᴅlidir ki, bu ­ox vacib bir amildir. Necᴅ ki, 

instrumental ifa­ēlar ifalarēndan ºncᴅ barmaqlarēnē a­maq ¿­¿n m¿ᴅyyᴅn bir mᴅĸqᴅlᴅlᴅr edirlᴅr ki, bu 

onlar ¿­¿n ºnᴅmli bir mᴅqamdēr. Hᴅm­inin dᴅ xanᴅndᴅlᴅr ¿­¿n sᴅs mᴅĸqᴅlᴅlᴅri dᴅ ifadan ºncᴅ ­ox 

vacib bir mᴅqamdēr. Buna misal olaraq mᴅn  bir-iki mᴅĸqᴅlᴅlᴅri sizlᴅr ¿­¿n gºstᴅrmᴅk istᴅyirᴅm. 

Mᴅsᴅlᴅn: Miiiiiiiiiiiii, maaaaaa, moooooo. 

Bu formada aĸaĵē oktavanēn ñdoò notundan yuxarē oktavanēn ñdoò notuna qᴅdᴅr mᴅĸqᴅlᴅni 

davam etdiririk. Daha sonra isᴅ ᴅksinᴅ yuxarē oktavanēn ñdoò notundan aĸaĵē oktavanēn ñdoò notuna 

qᴅdᴅr enmᴅk ĸᴅrti ilᴅ bu mᴅĸqᴅlᴅni davam etdiririk. Bunun kimi bir ne­ᴅ misallar gºstᴅrᴅ bilᴅrik. 

Daha sonra isᴅ istᴅrdim ki, bir misal da zᴅngulᴅ mᴅĸqᴅlᴅsindᴅn tᴅqdim edim sizlᴅrᴅ. Mᴅsᴅlᴅn: Ya ha, 

ha ha, ha ha, har. 

Hᴅm­inin bu formada pillᴅ-pillᴅ oktava yuxarē qalxaraq yenidᴅn pillᴅ-pillᴅ aĸaĵē eniĸ edirik. 

Bu da zᴅngulᴅnin sᴅsᴅ daha mºhkᴅm bᴅrkimᴅsindᴅ vᴅ notlara sᴅsin daha da dᴅrin oturmasēnda bu 

mᴅĸqᴅlᴅnin dᴅ ­ox ºnᴅmi var. 

ᴄgᴅr biz sᴅsi el dilindᴅ tᴅsvir etmiĸ olarēqsa onu bir maĸēn s¿kanēna bᴅnzᴅdᴅrdik. Xanᴅndᴅ isᴅ 

o s¿kanē idarᴅ edᴅn bir s¿r¿c¿d¿r. Xanᴅndᴅ b¿t¿n bu sadalamēĸ olduĵumuz texnikalara, vacib 

amillᴅrᴅ yiyᴅlᴅnmiĸ olsa s¿kanē tam sᴅrbᴅst ĸᴅkildᴅ idarᴅ edᴅ bilᴅcᴅk 

Digᴅr bir tᴅrᴅfdᴅn isᴅ nᴅzᴅrinizᴅ ­atdērmaq istᴅdiyim xalq musiqimizdᴅ, milli musiqimizdᴅ 

daha ­ox istifadᴅ edilᴅn ifa texnikalarēdēr ki, onlar haqqēnda da istᴅrdim ki, sizlᴅrᴅ qēsaca bir mᴅlumat 

verim. 
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Bir ne­ᴅ terminlᴅrimiz var ki, yᴅqin ki, bunlarē eĸtmᴅmiĸ olmazsēnēz. 

 Fortissimo (ff), Forte (f), Mezzo-forte (mf), Mezzo-piano (mp), Piano (p) vᴅ Pianissimo (pp) 

vᴅ s. bunlara bir ne­ᴅ misal da gºstᴅrmᴅk olar. Bunlar musiqini tᴅsvir etmᴅk ¿­¿n istifadᴅ olunan 

x¿susi terminlᴅrdir. Xanᴅndᴅlᴅr y¿ksᴅk sᴅslᴅ (fortissimo, forte), yumĸaq (pianissimo, piano)  ĸᴅkildᴅ 

ifa edirlᴅr.  

Daha sonra ifa­ēlēqda ­ox zaman rast gᴅldiyimiz ñvibratoò haqqēnda istᴅrdim ki, qēsaca sizlᴅrᴅ 

mᴅlumat verim. Belᴅ ki, vibratonu nᴅ vaxt tᴅqdim edᴅcᴅyini, onu hansē s¿rᴅtlᴅ vᴅ hansē dᴅrinlikdᴅ 

oxuyacaĵēnē, onunla nᴅ qᴅdᴅr davam edᴅcᴅyini vᴅ nᴅhayᴅt, daimi nota nᴅ vaxt dºnᴅcᴅyini qᴅrara alan 

ifa­ēnēn, xanᴅndᴅnin ºz¿d¿r. Ķfa zamanē vibrato gºzᴅl sᴅslᴅnsᴅ dᴅ onu ᴅndazᴅdᴅn artēq istifadᴅ edᴅndᴅ 

yersiz sᴅslᴅnir vᴅ dinlᴅyiciyᴅ xoĸ tᴅsir baĵēĸlamēr. 

Vibratoya misal olaraq mᴅn bºy¿k sᴅnᴅtkarēmēz Cahangir Cahangirovun Rᴅfiq Zᴅkanēn 

sºzlᴅrinᴅ yazmēĸ olduĵu ñAna K¿rò ᴅsᴅrinin birinci misrasēnē sizlᴅrᴅ tᴅqdim etmᴅk istᴅrdim. Mᴅsᴅlᴅn: 

Ana K¿r, yaĸa K¿r. 

Hᴅlᴅ ne­ᴅ ºm¿r yaĸadacaq kºn¿llᴅr sᴅni [4]. 

Burada birinci misrada ñAna K¿¿¿¿¿¿¿¿¿¿rò, ñK¿ròdᴅ mᴅn vibrato edirᴅm. ᴄgᴅr bu 

vibratonu ºl­¿dᴅn qēsa vᴅ yaxud ᴅndazᴅdᴅn uzun edᴅrᴅmsᴅ bu artēq melodyanēn gºzᴅlliyini itirmiĸ 

olur. Vᴅ yaxu da burada mᴅn vibratodan istifadᴅ etmᴅsᴅm ñAna K¿¿¿¿¿¿rò bu da ­ox quru vᴅ bᴅsit 

sᴅslᴅnir. Lakin, ñYaĸaaaaaònēn sonunda da hᴅm­inin vibratodan istifadᴅ edirᴅm. Bu vibratonun ºz¿ 

mahnēlarēmēza gºzᴅl bir rᴅng qatēr, ancaq ᴅlbᴅtdᴅ ki, ºl­¿, ᴅndazᴅ ­ᴅr­ivᴅsindᴅ daha gºzᴅl sᴅslᴅnir.  

Ķfa­ēlēq terminlᴅrindᴅn daha biri isᴅ ñKreĸendoò adlanēr. O, sᴅsin tᴅdricᴅn artērēlmasē, 

ñdekreĸendoò isᴅ sᴅsin tᴅdricᴅn azaldēlmasē demᴅkdir ki, xanᴅndᴅlikdᴅ istᴅr muĵam ifasē zamanē, 

istᴅrsᴅ dᴅ xalq mahnēsē, tᴅsnif ifasē zamanē bu terminlᴅrdᴅn daha ­ox istifadᴅ olunur. Lakin tᴅᴅss¿f ki, 

bir ­ox xanᴅndᴅ vᴅ ifa­ēlar b¿t¿n bu sadalamēĸ olduĵum terminlᴅri kortᴅbii surᴅtdᴅ ifa edirlᴅr. Ancaq 

mᴅn d¿ĸ¿n¿rᴅm ki, xanᴅndᴅlik tᴅdrisi zamanē sadalamēĸ olduĵumuz bu terminlᴅr tᴅlᴅbᴅlᴅrᴅ azca da 

olsa aĸēlansa daha gºzᴅl olardē ki, xanᴅndᴅlᴅr dᴅ oxuduqlarē muĵamē, mahnē vᴅ tᴅsniflᴅri daha 

akademik, daha savadlē ĸᴅkildᴅ ifa edᴅ bilsinlᴅr. ñKreĸendoò vᴅ ñdekreĸendoòya misal olaraq mᴅn 

istᴅyirᴅm ki, ñCahargahò tᴅsnifini sizlᴅrᴅ sᴅslᴅndirim. Mᴅsᴅlᴅn: 

Sᴅnᴅ kºn¿l verdim, dedim olmaz dᴅrdim. 

Sᴅnin qᴅlbindᴅ mᴅn gºrd¿m, 

Eĸqimin adēnē, ºmr¿m¿n dadēnē, ¿rᴅyimin odunu [5]. 

Burada da birinci misrada ñSᴅnᴅ kºn¿l verdimò kreĸendo ilᴅ baĸlayēram, ñDedim olmaz 

dᴅrdimò burada isᴅ dekreĸendo vasitᴅsilᴅ mayeyᴅ eniĸ edirᴅm. 

Ķfa­ēlēqda daha ­ox istifadᴅ edilᴅn terminlᴅrdᴅn biri dᴅ ñlegatoòdur. O, rᴅvan vᴅ q¿sursuz 

oxumaĵē, ᴅlaqᴅli vᴅ axan musiqi xᴅtti yaratmaĵē ᴅhatᴅ edᴅn vokal texnikasēdēr. ñLegatoò termini 

italyanca ñbir-birinᴅ baĵlanmēĸò demᴅkdir. O, ardēcēl notlar arasēnda nᴅzᴅrᴅ­arpacaq fasilᴅlᴅr 

olmadan uzadaraq ifa etmᴅkdir. 

Belᴅ ki, estrada, rok, pop janrlarēndan fᴅrqli olaraq  muĵam vᴅ xalq mahnēlarēmēzda legatoya 

daha ­ox rast gᴅlinir. Bu isᴅ ºz nºvbᴅsindᴅ musiqilᴅrimizin, muĵamlarēmēzēn daha axēcē, rᴅvan vᴅ 

¿rᴅyᴅyatēmla ifasēna bºy¿k zᴅmin yaradēr. Az ºncᴅ dᴅ qeyd etdiyimiz kimi legato ifa olunan bir 

hissᴅnin digᴅr hissᴅyᴅ ara vermᴅdᴅn, ehmalca, hᴅssas yanaĸaraq uzadaraq ke­id etmᴅkdir ki, bu da 

xanᴅndᴅnin, ifa­ēnēn profisionallēĵēndan asēlē olan bir mᴅqamdēr.  

Buna misal olaraq isᴅ mᴅn xalq mahnēmēz olan ñGirdim yarēn bax­asēnaònē sᴅslᴅndirmᴅk 

istᴅrdim. 

Girdim yarēn bax­asēna ­i­ᴅklᴅr a­mēĸ, 

O yar mᴅnim ¿rᴅyimᴅ yaralar sancmēĸ . 
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Burada da hᴅm­inin ñyarēnò sºz¿ ilᴅ ñbax­asēnaò sºz¿n¿ ñlegatoò vasitᴅsilᴅ bir-birinᴅ 

baĵlayēram. Nºvbᴅti misrada da hᴅm­inin ño yar mᴅnimòlᴅ ñ¿rᴅyimᴅò sºzlᴅrini yenᴅ dᴅ ñlegatoò 

vasitᴅsilᴅ bir-birinᴅ baĵlamēĸ oldum. 

Ķfa­ēlēq terminlᴅrindᴅn daha biri isᴅ ñfalsettoò adlanēr. Bu ᴅsasᴅn bir vokal texnikasēdēr ki, 

m¿ĵᴅnni vokal qēvrēmlarēnēn yalnēz qismᴅn titrᴅmᴅsinᴅ icazᴅ verᴅrᴅk normal sᴅs diapazonundan daha 

y¿ksᴅk registrdᴅ notlar ­ēxarēr. Falsetto adᴅtᴅn ifadᴅli mᴅqsᴅdlᴅr ¿­¿n istifadᴅ olunur, x¿susᴅn dᴅ 

daha y¿ksᴅk diapazonlarda sᴅslᴅndirilir. Lakin, ñfalsettoò adᴅtᴅn xalq mahnēlarē vᴅ muĵamlarda 

istifadᴅ olunmur, daha ­ox milli vokal, operalarda rast gᴅlinir. ¢¿nki ñfolsettoò ifasē zamanē ­ox zil 

notlara toxunulduĵu ¿­¿n orada zᴅngulᴅ vurmaq vᴅ a­ēq sᴅsdᴅn istifadᴅ etmᴅk qeyri-m¿mk¿nd¿r. 

Buna misal isᴅ dahi ¦zeyir Hacēbᴅylinin ñArĸēn mal alanò operettasēndan ñG¿l­ºhrᴅnin nalᴅsiòni 

sizlᴅr ¿­¿n tᴅqdim etmᴅk istᴅrdim. 

Hicran dᴅrdi, fᴅlᴅk verdi. 

Bunca cᴅfanē layiq gºrd¿. 

Yoxdur taqᴅt sᴅbrᴅ halᴅt. 

¥lmᴅk yaxĸēdēr nᴅ ki, bu zillᴅt. 

Ey xuda rᴅhm et, ey xuda rᴅhm et, 

Qēl mᴅdᴅd yarᴅb, mᴅn yazēĵa rᴅhm et. 

¦mumilikdᴅ vokal texnikalarēna yiyᴅlᴅnmᴅk hᴅrtᴅrᴅfli vᴅ ­ox yºnl¿ bir ifa­ē, xanᴅndᴅ 

olmaĵēn bºy¿k sirrlᴅrindᴅn biridir. Belᴅ ki, istᴅr xanᴅndᴅ olsun, istᴅr milli vokal ifa­ēsē, istᴅrsᴅ dᴅ 

estrada ifa­ēlarē olsun ilk ºncᴅ sᴅs texnikalarēna d¿zg¿n ĸᴅkildᴅ yiyᴅlᴅnmᴅlidirlᴅr. ¢¿nki, sᴅs hazērlēĵē, 

o c¿mlᴅdᴅn sᴅs sᴅviyyᴅsinᴅ nᴅzarᴅt, d¿zg¿n nᴅfᴅsalma, ºl­¿ ­ᴅr­ivᴅsindᴅ ifa etmᴅk vᴅ sᴅliqᴅ ilᴅ 

vurulan zᴅngulᴅ, melizmlᴅrdᴅn yerli-yerindᴅ istifadᴅ etmᴅk, ifadᴅlᴅrin tᴅtbiqinᴅ yºnᴅlmiĸ 

mᴅĸĵᴅlᴅlᴅrin hᴅr biri yaxĸē icra edilmiĸ vokal texnikasēnē vᴅ ¿slublarēnē inkiĸaf etdirmᴅk ¿­¿n ­ox 

vacibdir. Yuxarēda qeyd etdiyimiz b¿t¿n ifa texnikalarē mᴅnimsᴅnildikdᴅ vᴅ aĵēlla, d¿zg¿n istifadᴅ 

edildikdᴅ, xanᴅndᴅ sᴅnᴅtkarlēĵēnē y¿ksᴅk sᴅviyyᴅyᴅ qaldēra bilᴅr, hᴅm­inin ifa etdiyi mahnē vᴅ 

muĵamlarēn daha incᴅ, qulaĵayatēmlē vᴅ cazibᴅdar ifasēna tºhfᴅ vermiĸ olar. 

Digᴅr bir tᴅrᴅfdᴅn isᴅ b¿t¿n bunlarla yanaĸē ᴅgᴅr xanᴅndᴅ ifasē zamanē sᴅs texnikalarēndan, 

nᴅfᴅsdᴅn doĵru, d¿zg¿n istifadᴅ edᴅ bilᴅrsᴅ hᴅm ifa etdiyi zaman ­ᴅr­ivᴅsindᴅ sᴅsi tez yorulmaz, 

elᴅcᴅ dᴅ mᴅqalᴅnin ᴅvvᴅlindᴅ sºylᴅmiĸ olduĵumuz kimi ñrolò ᴅlindᴅ olduĵu ¿­¿n sᴅsini ifasē boyunca 

istᴅdiyi istiqamᴅtdᴅ d¿zg¿n ĸᴅkildᴅ yºnlᴅndirᴅ bilᴅcᴅk. 
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ASSESSMENT OF VOICE IN PROFESSIONAL VOICE USERS 

The assessment of voice in professional voice users is different considering the fact that they 

have unique vocal needs. This is an abstract introduction outlining how an assessment of voice should 

be done. The professional voice user is any person whose voice is the primary instrument for 

performing his or her work. The need for voice performance and vocal endurance is high in 

professional voice users. Koufman (1998) identified four levels of professional voice users based on 

the professional demands and vocal load: 

 

1. Elite Vocal Performer (Level I):  This category includes performers such as singers and 

actors, for whom even minor voice issues can significantly impact their careers. 

2. Professional Voice User (Level II):  Occupations like teachers, lecturers, and clergy fall into 

this group. Here, moderate vocal problems can hinder job performance. 

3. Non-Vocal Professional (Level III):  This group comprises professionals like lawyers, 

businessmen, and physicians, where severe vocal issues could affect job effectiveness. 

4. Non-Vocal Non-Professional (Level IV):  This includes clerical and labor roles where vocal 

quality is not critical for job performance. 

Assessment Methods: 

Screening: Initial screening is crucial if a voice disorder is suspected. It involves evaluating 

respiratory, phonatory, and resonance aspects, as well as vocal range, pitch, loudness, and endurance. 

Clinicians may employ formal tools (Lee et al., 2004) or informal tasks and standardized 

questionnaires (e e.g., Deary, Wilson, Carding, & Mackenzie, 2003; Hogikyan & Sethuraman, 1999; 

Jacobson et al., 1997) for comprehensive screening. 

Comprehensive Assessment: For individuals with suspected voice disorders, a thorough 

assessment is conducted using both standardized and non-standardized measures. Assessment may 

result in the diagnosis of a voice disorder, clinical description of the characteristics and severity of 

the disorder, statement of prognosis and recommendations for intervention, identification of 

appropriate treatment or management options, and referral to other professionals, as needed. 
 

Keywords: professional voice users, voice assessment, voice disorders, screening tools, 

comprehensive evaluation, standardized and non-standardized measures 
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TIMBRAL MASTERY IN TRADITIONAL SONGS: A COUNTERTENOR AND 

BARITONE PERSPECTIVE  

The research presented explores a unique aspect of vocal technique involving a vocal 

performer with a wide range of voices playing multiple timbres in succession. The study focuses on 

the technical and musical aspects of the transition from countertenor tessitura to baritone and bass- 

baritone tessitura, identifying the difficulties, nuances, and possible solutions during such a complex 

process. The problem covers issues such as analyzing the characteristics of voice physiology during 

the transition between different registers, performing a musical sample in both tessituras and 

preparing the voice for effective mastering of vocal technique during this process. Additionally, the 

study examines special methods and investigates the influence of psychological aspects, along with 

the proper selection of repertoire according to the singer's age and performance experience. Using 

examples of traditional songs, including ñSarē gϸlin,ò ñK¿­ϸlϸrϸ su sϸpmiĸϸm,ò and others the 

discussion focuses on important aspects of vocal pedagogy, teaching young singers to combine 

techniques of countertenor timbre, baritone timbre and Azerbaijani traditional timbres. This includes 

recommendations for developing special training programs and maintaining vocal health. In 

conclusion, there is a significant emphasis on the need for further research in this area in order to 

expand the understanding of vocal technique and equip vocal performers with the necessary tools to 

successfully master different musical genres and performance styles. During the research, the 

importance of the psychological preparation of the performer is particularly noted. The principles of 

preparing a vocal performer before performing with both bass-baritone, baritone, and countertenor 

voice timbre are outlined. Various methods are proposed to safeguard the vocal folds from damage 

when utilizing a singer's 5-octave vocal range, whether in academic pursuits or within the pop genre. 

Keywords: voice, countertenor, baritone, bass-baritone, vocal technique, transition between 

registers, vocal pedagogy, chamber performance, traditional vocal music performance, voice health 
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MINDFULNESS AND VOICE TRAINING  

Mindfulness is defined by various scholars as purposeful, nonjudgmental attention to the 

present moment (Kabat-Zinn, 1994), focusing the mind on the present moment in a nonjudgmental 

way (Linehan, 2015), and experiencing the present with kindness, open curiosity, and acceptance 

(Germer et al., 2005; Marlatt and Kristeller, 1999; Bishop et al., 2004). This study aimed to assess 

the mindfulness levels of 120 voice-training students from state universities in the 2022-2023 

academic year. Data were collected via an e-survey, which included demographic information and the 

Mindfulness Scale (MAAS). the data of the e-survey from the link sent to the voice educators at the 

universities in and outside the province of Istanbul to apply to their students were brought together 

on the Google Forms system and analyzed using percentage frequency analyses, ANOVA, t-tests, 

correlations, and standard deviations. The study found no significant difference in mindfulness levels 

according to class levels. 30% were at the low-income level, 50% were at the middle-income level 

and 20% were at the high-income level. The least participants were from the Southeastern Anatolia 

Region, and the most were from the Marmara Region. Students from the Aegean region exhibited 

high mindfulness levels. Overall, students' perceived mindfulness levels averaged at X←=3.90, 

indicating a medium to partially high level of mindfulness. Female students had higher mindfulness 

scores (X←=3.9722) than male students (X←=3.7986). Mindfulness levels by age and class were all at a 

partially high-moderate level. Students from low-income families had lower mindfulness levels 

compared to those from high-income families. Regionally, students from Eastern Anatolia had the 

lowest mindfulness levels (X←=3.2000), while those from the Aegean region had the highest 

(X←=4.5244). Additionally, when analyzing the mindfulness levels of the students according to the 

institutions, students from the Faculty of Education (X←=3.9904) scored higher in mindfulness than 

conservatory students (X←=3.7515). 

Keywords: voice training, mindfulness, mindful awareness scale, mindfulness levels, voice 

training students 
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TRADITIONAL CONCEPTS OF SOUND ARCHIVING AND  

DIFFERENT MODALITIES  

 

Abstract: While there are certain uniform expectations of sound archiving today, determined 

by its historical development over approximately 125 years, its place within ethnomusicology and its 

responsiveness to technological advances, we cannot really claim that sound archives consist of 

uniform structures or are shaped by consistent practices. Across different regions of the world, 

varying political, economic, and intellectual factors have resulted in many different modalities, 

reflecting a wide variety of musical forms, cultural codes, and political settings. Additionally, habits 

and behaviors related to knowledge production and presentation vary widely. For instance, outdated 

knowledge or technological infrastructures in one place may be rediscovered or newly utilized in 

another. In this paper, I briefly discuss how sound archiving has evolved in the sample of T¿rkiye 

and contextualize this with the help of selected comparators. 

Keywords: Sound Archiving, traditional concepts, different modalities, T¿rkiye. 

 

Introduction  

While the foundational principles of sound archiving have been largely standardized over the 

past 125 yearsðprimarily through technological advancements and integration into fields such as 

ethnomusicologyðthe reality is that the structures and practices of sound archiving differ 

significantly across regions and contexts. These divergences are shaped by varying political, 

economic, and intellectual environments. 

The history of sound archiving is deeply intertwined with technological innovation. The 

invention of the phonograph by Thomas Edison in 1877 marked a watershed moment in the ability to 

capture and reproduce sound. This innovation laid the groundwork for modern sound archiving 

practices, allowing oral traditions, music, and speeches to be recorded and stored for future 

generations. Before the phonograph, sound was an ephemeral phenomenonðcaptured only in the 

memory of individuals or in notated form for music. 
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By the early 20th century, sound recording technology had further evolved with the 

introduction of gramophones, vinyl records, and later magnetic tape recording. These technologies 

allowed for the systematic collection of sound recordings by libraries, academic institutions, and 

broadcasters. These early archives were primarily focused on capturing music, speeches, and radio 

broadcasts. However, even from the outset, there were differences in how sound archives were 

developed. In the early period, in Europe, sound archiving became closely linked to colonial research, 

particularly comparative musicology. Scholars would travel to various and mostly remote or virgin 

regions to document non-Western peopleôs music, languages, and oral traditions, believing they were 

preserving ñdyingò cultural forms and needed to compare them to modernized European culturesô 

evolution. On the other hand, in many non-Western contexts, archiving practices often lagged due to 

different intellectual traditions, economic constraints, and imperial, national, or colonial histories that 

impacted how knowledge was valued and collected. 

The Vienna Phonogram Archive, for instance, was founded in 1899 and was a pioneer in 

recording and preserving audiovisual material, as well as managing database development. Its 

mission was to preserve recordings for future generations and provide access to audio and video 

recordings for academics and the public (Thram, 2014: 314ï318). The Berlin Phonogram Archive, 

on the other hand, operated from 1900 under the leadership of Carl Stumpf and, from 1905 to 1933, 

under the direction of musicologist Erich von Hornbostel et al. Its aim was to collect, preserve, 

conduct comparative research, and publish findings on the world's musical traditions. Over the course 

of fifty years, from 1893 to 1954, the archive collected over 16,000 original wax cylinder recordings 

from around the world (Thram, 2014: 314). The Library of Congress in the United States began 

collecting recordings as early as the 1930s, initially focusing on American folk music before 

expanding into other areas, such as political speeches and oral histories. Similarly, the British Library 

Sound Archive, established in 1955, became a model for public and academic sound archiving in 

Europe by preserving music, spoken word recordings, and radio broadcasts. Also, there were very 

rich and qualitative archives in Paris, Budapest, St. Petersburg, etc.; however, during this period, there 

were no sound archives in much of the world. 

One important turning point was the rise of ethnomusicology as an academic discipline in the 

mid-20th century. Scholars made significant contributions to sound archiving by collecting recordings 

of indigenous music from across the globe, particularly from North America and Africa. 

Ethnomusicologists, recognizing the risk of cultural extinction, rushed to document music traditions 

that they believed would disappear under the pressures of modernization and globalization. 

Walter Benjaminôs cultural-historical method, ñtakes waste, rubble, and ruins as its starting 

points for a multi-layered excavation of the slow emergence of modernityò as media theorist Jussi 

Parikka noted in his Media Archaeology. (2017: 90) Therefore, audiovisual archives can be defined 

as highly valuable media storages and modern memory institutions that transfer this content, 

separated and purified from the noise and all kinds of óinterferenceô among the ówasteô piles that have 

accumulated over time since the early audiovisual recordings. 

Music archives, which are the monuments of time, are actually the implicit starting point of 

many historical studies. Despite this importance, they have been almost disregarded for a long time 

in a significant part of underdeveloped or developing countries, or they have generally been thrown 

into the background by institutions and even music researchers. 

Ensuring the transmission of cultural memory between generations through archives at the 

desired level can be achieved primarily through archiving methods that comply with international 

standards. However, the requirements of the information age, technological advances, and new 
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approaches to the development of this field are constantly changing the nature and practices of the 

archival profession and music archiving. Simply put, archives can face serious problems such as 

storage media, hardware obsolescence, software, and format obsolescence, which can render archive 

material unusable. Consequently, dire situations can arise in countries that have not yet adopted 

ñstandardò practices. The purpose of this study is to emphasize the lack of a single standard in sound 

archiving worldwide, while also addressing the varying practices that have emerged depending on 

the severity of the problem. 

 

Defining Traditional Concepts of Sound Archiving 

ñMusic archives are official or private institutions that collect sound recordings appropriate 

to their content, preserve these recordings in suitable environments, copy them using the highest 

technology available without damaging or with minimal damage to the original material, classify, 

catalog, and publish them, organize exhibitions, and are open to scientists and enthusiasts or share 

their materials within certain rules.ò (Akat, 2015: 42) 

The first music archives, which were observed to be structured in parallel with the 

understanding of comparative musicology, had to transform in the second half of the 20th century 

with the emergence and development of ethnomusicology as a discipline. Meanwhile, newly 

established archives were generally structured based on the approaches of the era in which they were 

founded. Thus, the evolving understanding of archiving over time has diversified the goals and 

expectations of archive users, and advancements in sound recording technologies have necessitated 

technological updates within archives. This, in turn, has changed the internal functioning 

mechanisms, organizational charts, and personnel needs of music archives. However, it cannot be 

said that all archives underwent the same transformation in a similar manner; each has operated within 

its own capabilities, the support provided by its affiliated institutions, the value placed on archives in 

its country, and of course, within the framework of policies in practice. 

From the perspective of technological advancement, music archives can be divided into three 

main periods from the early 20th century to the present. The first period, extending from 1899 to the 

1990s, involved the physical storage of analog materials that were not easily accessible to many 

researchers. This period can be generally divided into phonograph and gramophone recordings 

(1899ï1940) and magnetic tape recordings (1940ï1990). In the second period, spanning from the 

1990s to the 2000s, when modern digital technology began to be used alongside music archiving, 

many archives launched digital library and digitization projects and published relevant guidelines. In 

1993, Rob Lord and Jeff Patterson created a kind of digital music archive in MP2 format under the 

name Internet Underground Music Archive (IUMA). The ñNational Digital Libraryò project by the 

Library of Congress in 1994 and the ñVariationsò project by Indiana University (1996ï2005, Digital 

Music Library Creation Project) marked a new era in this field. Formats like MP3 were developed, 

enabling the storage of digital copies in memory. The third period, coinciding with the early 21st 

century, is marked by rapid technological production, development of application standards, and the 

inclusion of archival materials directly in the digital archiving process ð a period when the question 

"Havenôt you digitized your collection yet?" became prominent56. 

 
56 UNESCOôs inclusion of the Vienna Phonogrammarchivôs historical collections (1899ï1950) and the Berlin 

Phonogramm-Archivôs early cylinder recordings of the worldôs musical traditions (1893ï1952) in the Memory of the 
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ñEspecially in the 2000s, intense digitization efforts have been carried out not only on digital 

audio recordings but also on older materials. Prior to the 2000s, archives held a wide variety of 

'original audio' collections recorded using different devices during fieldwork, such as wax cylinders, 

shellac records, magnetic tapes, digital tapes, and microcassettes. In addition, mass-produced audio 

materials like 45s, LPs, compact cassettes, and CDs were present. In line with these working 

principles, printed materials such as information cards, catalogs, books, notebooks consisting of field 

notes, technical data, and inventory documents were also includedò (Akat, 2017: 22). As can be seen, 

the global transition to digital music archiving in the 2000s made it necessary to digitize various types 

of materials, compelling archives to renew themselves in many ways. At the same time, there arose a 

need to develop techniques for storing and preserving the transformed archival materials in digital 

environments. This need has gone beyond mere preservation to include issues such as the display and 

sharing of digital materials, which brought with them ethical concerns and legal conflicts over 

copyright and intellectual property rights. 

Music archives have administrative structures that may vary depending on the museums or 

institutions they are affiliated with. However, internally, they must be organized with staff from 

various professional fields. These should include at least a manager, archivist, researcher, curator, 

sound engineer, sound technician, visual communication specialist, and IT personnel. The manager 

is responsible for producing projects for the development of the archive, promoting and evaluating 

existing collections, preparing annual budgets, ensuring a regular work environment, and supervising 

employees. Usually, the manager is accountable to the director of the museum, university, library, 

etc., where the archive is located. The music archivist is responsible for maintaining the sustainability 

of the basic principles underlying archive practices such as the establishment, organization, 

preservation, and accessibility of the archive. Researchers are tasked with conducting new fieldwork, 

collecting materials, forming working groups, exchanging ideas with guest researchers, following 

current studies, and producing publications. Curators handle the organization of exhibition spaces, 

the selection and presentation of collections, and the creation of exhibitions that attract public and 

artistic interest by following current events such as important days, political-historical events, and art 

news. Sound engineers are responsible for analyzing and documenting the technical features of 

incoming recordings, copying and digitizing them, converting them to suitable formats for the 

archive's system, and transferring historical recordings to the present. Sound technicians work in 

harmony with sound engineers and perform tasks such as producing new wax cylinders in the lab, 

maintaining, repairing, and restoring records, tapes, etc., servicing historical recording devices, 

preparing and repairing cables, and assisting with tasks like miking and recording under the 

supervision of sound engineers. Visual communication specialists must be knowledgeable about 

historical and current visual formats, especially digital media in the field of music. They use 

computer-based communication technologies to create videos, photos, graphics, 3D designs, 

animation designs, image restoration, and more. IT personnel are responsible for creating the physical 

and/or online interface of the archive, ensuring the documentation structure, entering data into the 

database, preparing the access infrastructure, monitoring the system's functionality and security, and 

providing solutions for possible issues. 

It is clear that the qualified and effective operation of a music archive is shaped by the work 

of its technical staff. The transition to digital archiving and making archives accessible to users has 

 
World Register in 1999, along with the declaration of the Convention for the Safeguarding of the Intangible Cultural 

Heritage in Paris in 2003, significantly increased interest in historical audio sources and positively stimulated digitization 

efforts within related institutions such as museums, archives, and similar entities. 
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not been easy. Issues such as how the network would be built and how the data in the system would 

be delivered to users are problems that music archivists or archive managers cannot solve alone. 

Especially in recent years, making digital data available online rather than just within internal systems 

has become a major process. While many digital archives have resolved technical issues related to 

online data access, many are still working on making their databases accessible offline. Although 

nearly every archive has a website, full digital media transfer has not yet been fully achieved for the 

reasons mentioned. Still, catalog searches are possible in many of these archives, providing insight 

into their collections and data. 

Another important point is that auditory sources have different application procedures than 

written sources. Since auditory sources are relatively new compared to written ones, their recognition 

as ñhistorical sourcesò took quite some time. This delay was influenced by ethnomusicology's 

increasing interest in (historical) auditory sources only in the last quarter of the 20th century57. 

However, archiving historical sources or drawing conclusions from them requires source criticism ð 

a broad concept. 

The first steps in auditory source criticism were taken by Sigmund Exner, whose basic 

principle was to ñcollect a large number of examples in order to identify common features in the 

recordings and distinguish them from variantsò (Lechleitner, 2010: 32). One important aspect of 

auditory source criticism is that researchers must understand the technology used, as necessary 

analyses and evaluations can only begin this way. Drawing on the views and practices of Rudolf 

Pºch, Gerda Lechleitner emphasizes the importance of adopting and applying certain technical 

principles during the very process of obtaining sound recordings for source criticism. Pºch 

summarized the essentials of field recording in four steps: "mastering the technique, selecting the 

performer to be recorded, explaining and transcribing the song or text to be recorded" (Lechleitner, 

2010: 34). These steps demonstrate how important source criticism was considered even in the early 

days of sound recording. Ingrid Bertleff argues that written academic sources in ethnomusicology 

reflect only a portion of the general view on the research subject, and that a complete picture can only 

be formed through source criticism conducted directly on primary sources ð in this case, sound 

recordings. She emphasizes the need for in-depth work on the material after selecting the sources 

(Bertleff, 2010: 51ï53). 

Traditional sound archiving is defined by several key concepts. First, fidelity and authenticity 

are crucial. The goal is to capture the sound in its purest form, without distortion or alteration. 

Archivists strive to ensure that what is heard today is as close as possible to the original performance 

or event. This is important not only for historical documentation but also for cultural preservation. 

The medium and format of the recordings have historically played a significant role. From early wax 

cylinders to magnetic tapes and vinyl records, the physical format of recordings greatly influenced 

both the longevity and accessibility of sound archives. Archivists faced challenges with the 

degradation of these physical materials, which led to the growing practice of digitizing older 

recordings to preserve them for future generations. 

Cataloging is another essential element. Without proper cataloging, sound archives are 

 
57 For the detailed information about the ICTMD Study Group on Historical Sources and significant works in this field 

worldwide, see: Suzanne Ziegler, ñHistorical Sources in the History of Ethnomusicology ï A Critical Reviewò, 2010, pp. 

15ï30. 
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essentially lost in time, inaccessible and unusable. Traditional archives were painstakingly organized, 

with detailed metadata accompanying each recording. This metadata includes not just the date and 

place of the recording, but also the technical details of how it was captured, the context in which it 

was made, and sometimes even biographical information about the people involved. 

Finally, accessibility and use are critical concepts. While traditional archives prioritized 

preservation, access has always been a point of tension. Archivists are tasked with making sure 

recordings are available for study and enjoyment without compromising their preservation. This 

challenge has only intensified in the digital era. In recent years, digitization has transformed almost 

all dynamics, enabling institutions to make sound archives available online. However, digital access 

also raises questions of intellectual property, privacy, and ethical considerations, particularly when 

dealing with recordings of marginalized communities or politically sensitive material. 

Today, standardization efforts are discussed at academic meetings and in publications of many 

organizations such as IASA and ICTMD, and steps are being taken to adapt traditional concepts to 

todayôs conditions. One of the most current structural applications in this regard is digital 

preservation58. Also, it is clear that digital sound archives ñ[é] need systematic steps such as planning 

and applying methods, quality management, and following up-to-date studies. However, sound 

archives generally struggle with various difficulties, especially in economic and managerial problems, 

in creating collections and technical infrastructure. On the other hand, the organizational process is 

not only limited with preservation but also expands with situations such as the exhibiting and sharing 

of digital materials, which include ethical issues, copyright, etc., and has gained new dimensions that 

can create conflicts of rights59.ò (Akat & Nural, 2022: 65) 

In summary, in terms of the functionality and sustainability of sound archives, certain key 

factors must be carefully considered, designed, and implemented. These include: adopting an 

institutional approach and building collections in line with specific goals; establishing a proper 

organizational structure; employing qualified expert personnel; ensuring strong and up-to-date 

equipment with appropriate technical infrastructure; using preservation and access models 

effectively; actively engaging in research activities; participating in various collaborative networks; 

and paying close attention to ethical compliance and copyright issues. These elements should be 

regarded as the ñstandardò structure of the traditional framework adapted to todayôs context. 

Diverging Modalities in Sound Archiving 

Although these traditional concepts are foundational, the way they are applied can vary greatly 

from one region to another. This situation leads to the emergence of diverging modalities in sound 

archiving. Modalities refer to the different methods, structures, and practices used in creating and 

maintaining sound archives. These modalities are generally shaped by a regionôs unique political, 

economic, and intellectual environments. Generally, in Central and Western Europe, significant 

resources have been invested in ensuring that archives are preserved as part of the cultural heritage. 

 
58 Digital preservation is a set of agreed principles and outcomes. For this reason, the digital material to be protected must 

comply with the features of predictability, comprehensiveness, interoperability, interactivity, and sustainability. And these 

features constantly change the task structures of different institutions that make digital archiving and their relations with 

other institutions. Neil Beagrie states these changes in the digital domain under these titles; changing patterns of 

distribution, changing time horizon for preservation, changes in intellectual property rights (IPR) and archiving rights, 

globalization, the information explosion, publications and records, the cultural record, and the role of the private collector. 

(2003: 3-4) 
59 IASA (International Association of Sound and Audiovisual Archives) has made significant contributions to this field 

with its regular symposiums and publications. Two of these are ñIASA-TC 03ò, which describes mostly the ethical and 

strategic aspects of digital preservation, and ñIASA-TC 04ò, a practice handbook on the preservation of digital audio 

objects. 
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These often set the global standard for sound archiving practices, emphasizing precision, academic 

rigor, and state-sponsored preservation programs. In such settings, digitization and advanced 

cataloging techniques were implemented early, allowing these archives to be widely accessible to 

both researchers and the public. On the other hand, in regions like Sub-Saharan Africa or parts of 

South Asia, archiving practices have developed differently. The combination of economic constraints, 

colonial histories, and oral traditions means that sound archiving is often more fragmented. In some 

areas, there is still a heavy reliance on analog recordings, as digitization projects are often 

underfunded or poorly resourced. Additionally, political instability or changing government priorities 

can make long-term preservation efforts difficult. Yet, in many of these regions, local knowledge 

systems and oral traditions offer rich alternative approaches to archiving sound, preserving cultural 

memory through methods like storytelling and community-centered practices. 

 

Political Factors 

Politics plays a central role in determining what is archived, how it is archived, and who has 

access to the archive. In some cases, political regimes actively promote sound archiving as a means 

of preserving national identity and cultural heritage. In others, archives are subject to censorship or 

control by authoritarian governments. 

In South Africa, for example, sound archives were used both to preserve indigenous music 

and to promote apartheid-era propaganda. While certain archives documented the musical traditions 

of black South Africans, others focused on promoting Afrikaner nationalism. In the post-apartheid 

era, efforts have been made to recontextualize these archives, shifting the focus to inclusivity and 

social justice. 

In contrast, China has a long tradition of state-sponsored sound archiving, but with strict 

control over what is archived. The Chinese Central Archive holds thousands of recordings, but access 

is often restricted, particularly for recordings that relate to politically sensitive subjects, such as the 

Cultural Revolution or dissident voices. 

 

Economic Constraints 

Economic factors also influence the modalities of sound archiving, particularly in resource-

constrained regions. In many low- and middle-income countries, sound archiving projects struggle 

due to lack of funding and infrastructure. Sub-Saharan Africa provides a clear example of this. In 

some African nations, sound archives are maintained by small institutions or private collectors with 

limited resources, leading to challenges in both preservation and accessibility. The reliance on older 

recording technologies, such as cassette tapes or vinyl, has hindered digitization efforts, although 

recent partnerships with Western institutions have started to improve this situation. 

 

Intellectual Traditions 

Intellectual traditions also play a role in shaping sound archiving practices. In Western Europe 

and North America, the intellectual foundation of sound archiving has been heavily influenced by 

academic disciplines such as ethnomusicology, linguistics, and anthropology. In these regions, sound 

archives are often linked to universities and research institutions, where they are used as tools for 

scholarly research. In contrast, in parts of Latin America and South Asia, sound archiving is often 
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deeply rooted in oral traditions and community knowledge. Here, sound recordings may not always 

be seen as objects of academic study, but rather as living cultural practices. In Brazil, for example, 

sound archives are often maintained by local communities, with a focus on preserving the oral 

histories and musical traditions of indigenous groups. 

Archives are typically spaces visited by university students, academics, and relevant experts. 

However, there remains a significant lack of knowledge regarding key aspects such as the use of 

archives and approaches to archival materials. This is largely due to the fact that the topic of archives 

is rarely addressed in music research literature, and researchers are generally not provided with 

specific training in this area. One of the main reasons for this is that archives are not commonly visited 

without a particular purpose, nor are they frequently used for research. Additionally, it is thought that 

this situation may stem from the way a countryôs accumulationðor lack thereofðin this field is 

reflected in its educational system. For this reason, while music archiving and archival studies are 

taken quite seriously in places such as Central Europe, the United Kingdom, and North Americað

considered indispensable to an ideal research processðthey are often neglected in countries like 

Turkey, where even local or national music archives have yet to be properly established. In such 

contexts, this research method is often overlooked and not properly implemented. The profile of 

researchers who do visit archives is one of the clear indicators of this situation. ñResearchers often 

arrive at archives with only a topic or a few keywords they wish to search. It is also difficult to say 

that most of them are familiar with the rules of the archive, the nature of the archival collections, or 

the characteristics of the materials.ò (ķent¿rk, 2013: 292) 

The functionality of auditory source diversity today depends on whether archives can adapt 

to current technological infrastructure and provide proper access services. This is only possible in 

archives with a well-established technical base, sufficient physical space and equipment, and 

qualified expert personnel. For instance, as early as the beginning of the 20th century, Rudolf Pºch, 

who donated his collected materials to the Vienna Phonogrammarchiv, also used a camera60 in 

addition to sound recording equipment during his fieldwork, making him one of the pioneers in 

integrating visual and auditory data. In later years, due to his administrative position at the Vienna 

Phonogrammarchiv, Pºch conducted significant studies on sound recordings and their evaluation as 

historical sources. Drawing from his experience on both sides of the archival process (as both a 

collector and a recipient of collections), he revised and standardized the forms related to field 

collections and personal information notes within the Vienna Phonogrammarchiv61. Unfortunately, 

in countries like Turkey, as previously mentioned, the historical accumulation in this area has not 

been adequately utilized; long interruptions have occurred, and a great deal of archival material has 

been lost. Therefore, achieving similar standards is difficult and, in many cases, requires reinventing 

the wheel. As a result, the more demanding aspects of archival practices are often skipped, and efforts 

are instead shaped solely by the current political, economic, and intellectual conditions. Although this 

approach carries serious problems, it also reflects the underdeveloped perspective of many 

professionalsðincluding musicologistsðtoward music archiving. This demonstrates that the roles 

and responsibilities of cultural memory institutions are not equally understood or valued everywhere. 

 

 
60 Yēldērēm, Ķ. (2013). Etnografik Alan ¢alēĸmasēnda Gºr¿nt¿ Kaydēnēn Kullanēmē (The Use of Video Recording in 

Ethnographic Fieldwork). Milli Folklor , p.114. 
61 Lechleitner, G. (2010). Prerequisities for the ñCreationò of Valuable Sound Recordings ï Seen from the Archival 

Perspective. S. Ziegler (Ed.) in, Historical Sources and Source Criticism (pp. 16-31). Tallinn: Talinna Raamatutr¿kikoja 

O¦. 
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T¿rkiye as a Case 

Not only is there a lack of training for music researchers in archive use in Turkey, but the few 

archives that do exist also have numerous shortcomings regarding the fundamental principles of 

archiving. Chief among these are poor preservation of archival materials, the archives being closed 

to researchers, or the application of harsh usage conditions. In short, a series of negative conditions 

exists for researchers, starting with a disconnect from the past. However, T¿rkiye provides a 

compelling case study for understanding how sound archiving modalities can differ from Western 

models. T¿rkiyeôs rich cultural history, which spans the Ottoman Empire and the Turkish Republic, 

presents unique challenges and opportunities for sound archiving. Traditional Turkish music, 

including genres such as makam and folk music, has been preserved and passed down orally for 

centuries. The introduction of sound recording technologies in the early 20th century revolutionized 

how these traditions were documented and archived. 

In T¿rkiye, the early development of sound archiving was closely tied to national identity and 

cultural preservation (Dar¿lelhanôs compilation works in the field and creating an archive at the 

Istanbul Conservatory). During the early republican period, under Mustafa Kemal Atat¿rk, there was 

a concerted effort to modernize and secularize the country, while also preserving the nationôs unique 

cultural heritage. This led to the establishment of state-sponsored institutions, such as TRT (Turkish 

Radio and Television Corporation), which played a key role in archiving not just Turkish music but 

also political speeches and public broadcasts. However, the political and economic factors that shaped 

T¿rkiyeôs archival practices differ significantly from those in Western Europe. T¿rkiyeôs political 

history, marked by periods of authoritarianism and censorship, has meant that some sound archivesð

especially those related to political movements, dissident voices, or minority culturesðremain 

incomplete or inaccessible. Additionally, economic instability at various points in the countryôs 

history has impacted the funding and resources available for sound archiving projects. For instance, 

there is still no central archive that preserves certain musical genres because of economic and 

intellectual factors. 

Despite these challenges, T¿rkiye has made significant strides in recent years. Institutions 

such as Istanbul University, Istanbul Technical University, Hacettepe University, Trabzon University, 

and other cultural organizations have embarked on small-scale projects to digitize and catalog 

Turkeyôs rich auditory heritage, making it more accessible to future generations. For instance, 

Karadeniz Music Archive, the so-called KARMA62, which I founded in Trabzon (T¿rkiye) in 2011, 

brings together audio-visual archival materials from the Black Sea hinterland. KARMA has a 

different modality with its epistemological and institutional background and actions. Besides 

following traditional concepts, KARMA adapts Latourôs actor-network theory, Deleuze and 

Guattariôs rhizome, and Akatôs focus strategy model. Also, its cataloging system was structured with 

both micro and macro perspectives in order to understand the music cultures of the region through 

historical collections and new connections.  

Another important aspect of sound archiving across different regions is the rediscovery and 

reutilization of outdated technologies or knowledge. In some cases, sound archives that were thought 

 
62 For detailed information about KARMAôs modality, please see Akat, A., & Nural, ¥zg¿n A. (2022). Managing 

Karadeniz Music Archive (KARMA): Foundations, Improvements, and Current Applications. MUZIKOLOGIJA-

MUSICOLOGY, (33), 53ï71. 
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to be obsolete are now being revitalized through new technologies. For example, in regions where 

older recording formats like vinyl or cassette tapes are still widely used, archivists are finding 

innovative ways to integrate these formats into modern digitization workflows. This contrasts with 

regions where outdated technologies are quickly discarded in favor of newer formats, sometimes at 

the expense of preserving valuable cultural artifacts. In T¿rkiye, older technologies like reel-to-reel 

tapes and vinyl records are being revisited and digitized as part of larger preservation efforts. This 

process often involves collaboration between universities, government institutions, and private 

collectors, underscoring the collaborative nature of sound archiving in diverse contexts. 

 

Conclusion 

To conclude, sound archiving is far from a uniform practice. While traditional concepts such 

as fidelity, format preservation, cataloging, and accessibility remain important, different regions 

around the world approach these challenges in unique ways. Political, economic, and intellectual 

conditions shape how sound archives are structured, resulting in a rich diversity of modalities. In the 

case of T¿rkiye, sound archiving has been deeply influenced by national identity, political history, 

and economic factors, resulting in a unique approach that both parallels and diverges from Western 

practices. As we move forward in the digital age, it is crucial to continue exploring these different 

modalities and to ensure that the sound archives we create and maintain are inclusive of all voices, 

especially those that have historically been marginalized. Considering the evolution of music 

archiving worldwideðfrom its traditional foundations to the current era of digital transformationð

it becomes clear how vital institutional music archives truly are. For this reason, there is an urgent 

need for new projects all over the world focused on music archiving within institutional frameworks, 

particularly those aimed at digitization, online cataloging, and digital media access. 
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ANOTHER VĶEW ON KHMU FLUTE SONGS ĶN MAĶNLAND SOUTHEAST ASĶA 

Khmu Flute Songs in Mainland Southeast Asia were already part of deeper investigations yet 

some new points appeared since then. Up-dated re-readings need to be undertaken much more often 

in recent times. This paper is based on it and represents a small personal study of available materials 

won over time during manifold fieldwork experiences in Laos among Khmu people. It will  shed light 

on the social construction of archaic societal structures and their transformation into the recent 

working units. Taking Khmu Flute Songs as an indicator for the presence of traditional power, these 

songs are re-investigated from a historical viewpoint. 

Special emphasis is also given to the individualization of knowledge and the unification of 

their streamed applications on another level. This small-scale study may contribute to the body of 

knowledge on musical practice as an indicator and result of social changes in the history of mankind. 

Keywords: Khmu, Southeast Asia, Music Production, Songs, Tot, Pi 

 

Introduction  

Khmu people were widely investigated from all sides, mainly in Laos and mainly the Khmu 

Yuan, the people Damrong Tayanin (1994) described in his North European exile. It is an important 

piece to study and a source of endless questions. It is a typical ñin the past was everything better-

pieceò without being definite about what past and where it was meant to be right. It was this openness 

that attracted researchers. The Khmu (Figures 1a or 1b). In general. This static view on things is a bit 

outdated (Stolz, 2021; Evrard, 2007) in times of technology changes and an easier flow of information 

and people through various modern transport means.  

mailto:gisajaehnichen@web.de
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Figure 1a: This once folded map in the public domain since 1983 was taken from: LABLACHE 

publi®e par la Librairie Armand Colin, 103, Boulevard Saint Michel, Paris, 1932. It shows the main 

territories of Khmu living in Laos and Northern Vietnam. 

 

Figure 1b: This less aged map of mainland Southeast Asia shows areas of Khmu settlements. Living 

areas of Khmu in Vietnam do not reach the coastline as indicated here through the inclusion of 

whole provinces. The misunderstanding of differences in basic rights among people according to 

their state involvement is probably a modern invention. (The picture is in the public domain since 

2024). 
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Ownership of Music Tools in Relatively Closed Communities 

Among the Khmu Yuan, as Damrong Tayanin (1994, figure 2) describes, musical instruments 

belong to the village and are commonly accessible in the peopleôs homes. This observation applies 

on most of the Khmu villages in Northern Laos and Vietnam. The most important musical instruments 

include the mouth organ with all its parts, especially the small metal tongues that have to be inserted 

into the bamboo tubes; a long wooden drum; a side blown horn and an end blown horn; a kettle gong, 

which is in times of danger and war hidden in the forest because it is a costly item, a large knobbed, 

a smaller knobbed gong; and cymbals. Flutes, clarinets and mouth harps belong to individuals and 

are not lent out to anyone outside the family of the performers. 

Owned by the entire village 

Å Mouth organs of Lao origin with their inserted metal tongues 

Å Long drums made of wood 

Å Side blown horns 

Å End blown horns 

Å Kettle gongs 

Å Large knobbed gongs 

Å Small knobbed gongs 

Å Cymbals 

Å Sets of new instruments taken over from other people as gifts or means to accompany 

modern songs (other peopleôs songs played through new media) 

 

Owned by an individual of a family 

Å Flutes 

Å Clarinets 

Å Mouth harps/mouth drums 

Figure 2: Ownership of musical instruments according to Damrong Tayanin (1994). Here printed 

with permission and put into order by the author. 

Flute songs are songs played mainly during waiting times by elderly women who transfer 

short sayings inserted into the flute song by their voices. The flute songsô insertions donôt always 

follow the scheme of missing pitches as those pitches could be easily produced on the same flute. It 

is just a possibility to put voices in. Over time, it became a specialty of careful elderly women to use 

flute songs to entertain and to teach at the same time (Jªhnichen, 2011). 

 

Figures 3a and 3b: Uay Phan (left figure, 3a) and Quang Thi Vinh (right figure, 3b) each 



ICTMD -2024, Baku 

  

270 

performing a flute song. The hand position implies that Quang Thi Vinh adopted playing techniques 

of the Vietnamese s§o tr¼c after introducing the Western s§o ngang (transverse flute). Uay Phan 

plays the flute in a way that allows her to rest the upper part of the flute on her shoulder while 

singing. 

 

Figure 4: The flute song section shown in this figure is with reduced speed taken from recording 

ATML 601. Flute and voice are clearly distinguishable in a spectrogram generated through 

AdobeAudio (CoolEditPro).  The notation below the spectrogram marks the vocal insertions. (All 

depictions printed with permission.) 

 

The Loss of Power 

I wrote some time ago: ñéa shaman, who needs a few days of preparation, chicken offerings 

and complicated rituals, cannot win against the common television knowledge of Aspirin or Panadol. 

Even agrarian and educational expertise can be quickly substituted by television magazines and 

serials from all over the world. The young generation growing up in these times of radical changes is 

convinced about the universality of cultural knowledge. An Australian farmer knows better than the 

grandfather which fertilizer fits to the soil and a French fashion designer knows better than 

grandmother how to dress up attractively. As a result, long held differentiated gender roles in the 

village are converted to the global shallowness of information didactics. These didactics point toward 

global consumer behaviour. How do flute song playing women teach, perform, and entertain young 

girls?ò (Jªhnichen, 2011: 144-145). With the loss of their social position gained through their superior 

knowledge, these women have lost a big part of their power in the village. Hence, they give up playing 

and teaching their daughters and relatives. Alternatives are not available although they might be 

possible in terms of turning general knowledge control through elder people into knowledge of local 

traditions that cannot be provided by any other means. Therefore, the art to construct such a complex, 

beautifully interwoven melodic music using flute and voice is naturally dying out. I continued (2011: 

145) ñAlthough we can still listen to it facilitated by modern media, the meaning of the music and 

especially the meaning of its performers will not return.ò It might be not up to us to decide about 

regrets or encouragement (Figures 3a, 3b, 4, and 5).  
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Figure 5: This scheme shows the current conflict in the transmission of cultural experience (Scheme 

by the author). 

Out of recordings that were recorded by myself in Laos, Vietnam and Thailand as well as in 

some accessible collections with sufficient descriptions, 76 % were vocal expressions or 

performances of which approximately a half was accompanied by a six , seven or eight-foot mouth 

organ. Two songs were accompanied by a larger ensemble, one traditional with mouth organ, long 

conical drum, a percussive wooden pole and small cymbals, and one modernized ensemble with 

mouth organ, a self-made plucked spike lute and a guitar. For more data, the Archives of Traditional 

Music in Laos (ATML) at the National Library of Laos, can be consulted. The loss of power is real, 

yet temporarily. Elderly women will be still held in high regard (Jayakody, 2008) and they will be 

asked for their help and opinion, as the most experienced in at least a while, when the use of advanced 

technological tools will be a rather common issue.  

What Can Be Added after Re-examining Previous Studies 

Being a Khmu changed rapidly. Local settlements do not play anymore the main role as well 

as language relationships. The often quoted ñpastò is not ñthe pastò anymore. Precise studies avoid 

generalisations in this regard.  

The young generation always exists in each time period. Luckily. Complaints of the lack of 

any younger generationôs interest is actually the complaint about oneôs own insufficient studies and 

offers to learn.  

For example: telescope clarinet playing boys try to play flute songs, changing the meaning for 

all involved persons. They make fun of the elderly women and of the learning girls, young boys are 

as arrogant as they appear in each time period before. They may need that overconfidence in order to 

find their place in a differently gendered and abled society. 

Power structures re-establish due to higher social competence of any elderly making 

technological impact less dominant or not reaching. The mastering of new tools is far faster than 

thought. Elderly women can make use of their experiences while learning to distinguish good from 

bad news. 

Teaching in a gendered way will be framed by globally accepted patterns, which might include 
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religious differences as justifications (Stolz, 2021). That may include changing nationalities or other 

wars against other beings. 

What Can we Learn from It? ï Conclusion 

The performerôs meaning is tremendously significant, it is not just an informant. It is not 

simply a person of a ñtribeò but a personality that deserves the same rights as any observer. Those 

performers have to be taken seriously and integrated in reference lists. The tools of transmission such 

as TV, broadcasting on radio, or the use of social media on smart phones contribute to the general 

shallowness just temporarily. Very quickly, people will learn to distinguish between different sources. 

There is no need of controlling instances at all. 

The modern powers of shallowness cannot replace the power of self-produced expressions 

based on local experiences. Local experiences are much longer lasting than the authority of any 

mobile device instruction, given by a competent person. That also signals that online instructions 

have to be of higher quality. Diversity is established on another level than merely on language 

distinctions. At the moment, many ethnic schemes are merely based on language use. That is not 

anymore sufficient as well as established ñfolkò-ideas that only apply to people in clearly different 

societies, which were already overcome through economic shares. The folk is not the folk of an 

undefined glorified past where ñthe folkò could not write or read or conceptualise any kind of music.  

That might all lead to stop neo-colonial descriptions (as elaborated earlier) and to start true 

analyses through the repertoire of the humanitiesô methods, of which sharp and always subjectively 

biased observations are one important part. The denial of subjectivity is not helpful, as it takes away 

the responsibilities and the possibilities to learn of being an individual.   
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LEGACY, PRESERVATION OF NATIONAL TRADITIONS  

In the XXI century occur changes in the diametrically opposite dimensions "East-West", 

which existed for centuries. The rapid development of technology revives interest in the historical 

past of the peoples, their cultural heritage. Thus, in the last 24 years a priority in the direction of 

musical science takes musical ethnography. The study of traditional music of peoples contributes to 

better understanding of the role of people in the development of the music of East and West, as well 

as co-existence of many traditions in the area of the Orient. 

Ethnomusicology makes it possible to systematize the results of the latest research, as they 

study the existence of modern music traditions. Our goal is not only to preserve the achievements and 

plan future research directions. In Uzbekistan, efforts are being made at various levels: 

So, for study the current state of these processes is encouraged to hold: 

1. Collaborative projects in the form of scientific expeditions in the border regions inhabited 

by peoples of the two countries. 

2. The results of the expedition approve at conferences, in publications. 

3. We need to create an international journal on a regional scale with international colleagues. 

4. Exchange of students, researchers and teachers of the leading music schools. 
 

 

5. Create a common educational online learning portal that brings together all the leading 

music universities of Turkic-speaking countries in order to attract more students, similar to OGAM 

(Open Global Academy of Music). 

6. Create a common terminology base. 

All of these efforts will determine not only the current state of the musical heritage of the 

region, as it is influenced by changes in the global scale, to define the boundaries and horizons of 

integration processes, but also to stimulate interest in the traditional music of the region layers. 

Keywords: legacy, national traditions, collaborative projects 

 

The rapid development of technology revives interest in the historical past of the peoples, 

their cultural heritage. Thus, in the last 25 years a priority in the direction of musical science takes 

musical ethnography. The study of traditional music of peoples contributes to better understanding 

of the role of people in the development of the music of East and West, as well as co-existence of 

many traditions in the area of the Orient. 

In recent decades, the integration processes in any sphere of public life is so chaotic, it 

becomes evident the need to control the degree of development and the result is that we have. Until 

now, scientists in their studies based on these expeditions and written sources of the past few 

centuries and affect the interactions of musical traditions that continue today. Could we claim to 

continue the assimilation of musical traditions of Central Asian region, what are the forecasts in the 

era of globalization? 
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  In Uzbekistan, there are more than 130 nationalities, geopolitical and geographical position of the 

country contributes to the continuous "dialogue" with different traditions. Uzbek-Tajik, Uzbek-

Indian, Uzbek, Kazakh musical connections -Historical established and no one denied the 

postulates, we have significant research scientists from different generations and nationalities. 

Worrying is the lack of interest in pursuing research. As the need for different countries music 

festivals, Days of Culture. The information era dictates its own laws. Internet, digital recording 

allow as soon as possible to get the necessary information. However, we are deprived of live 

communication, so necessary for the correct perception of the traditional music.  

 Unnoticeably past 24 years of a new era, though we recently talked about the beginning of the new 

millennium. Opportunities for research enormously changed- computerization, digitization, online 

- conference allow to expand the object of research and as quickly as possible to exchange 

information. In the XXI century occur changes in the diametrically opposite dimensions "East-

West", which existed for centuries. The rapid development of technology revives interest in the 

historical past of the peoples, their cultural heritage. 

Ethnomusicology makes it possible to systematize the results of the latest research, as they 

study the existence of modern music traditions. Our goal is not only to preserve the achievements 

and plan future research directions. The era of globalization does not give the right to people to lose 

the identity of musical traditions, but on the contrary to strengthen and preserve them.   Music 

Festival "Sharq taronalari"(ñMelodies of the Orientò) (hold every 2 years), the international 

scientific conference, Days of Uzbekistan Culture- in China, Turkey, Germany, France, South Korea 

and etc. However, very few joint musical projects of Turkic-speaking peoples is held. This requires 

an exchange of students, undergraduates, researchers and teachers of the leading music schools, 

research institutes and centers. In Uzbekistan, efforts are being made at various levels, but it is not 

enough, so I propose to carry out:  

1. Collaborative projects in the form of scientific expeditions in the border regions inhabited by 

peoples of the two countries. 

2. The results of the expedition approve at conferences, in publications. 

3. We need to create an international journal on a regional scale with international colleagues. 

4. Exchange of students, researchers and teachers of the leading music schools. 

5. Create a common educational online learning portal that brings together all the leading music 

universities of Turkic-speaking countries in order to attract more students, similar to OGAM (Open 

Global Academy of Music). 

6. Create a common terminology base. 

All of these efforts will determine not only the current state of the musical heritage of the 

region, as it is influenced by changes in the global scale, to define the boundaries and horizons of 

integration processes, but also to stimulate interest in the traditional music of the region layers. 

In the 80s of the last century a very popular topic of discussion in various forums of art was 

the theme of interaction and mutual enrichment of cultures, and examined the historical background 

of this phenomenon and the state on the studied period. Frankly, I`ll not deny I studied this process 

in my graduation work, later in dissertation. Then, in the 80-early 90's, few people thought that the 

coming era of globalization and the world of computing, and we will think about how it is important 

to avoid a chaotic integration and "invasion" to not on the own territory. This is especially true of 

nearby cultures. 

There is another "evil", otherwise difficult to call, and it is spreading particularly fast and 

controlled on a serious level. This dominance of the so-called light music, where the authors, not 
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looking back, mixing styles and traditions. Here, the boundaries are erased, and there is on the part 

of the audience perception of chaotic music that cannot belong to a particular culture. For example, 

the song in the Uzbek language, but the musical affiliation with style and rhythmic features, say, of 

Indian and Turkish music. The list goes on, and I think many people have the same problem. 

Very serious is the problem of existence of traditional music genres like folklore, and orally-

professional creativity. Conducting of competitions and festivals reveals the level of influence of 

modern innovations in the existence of genres, styles, performance in general, and the degree of 

integration into the global community. Uzbekistan regularly conducted ethnographic expeditions 

and much effort and support is provided by UNESCO. 

Thus, in 2003, this organization has announced Shashmaqom as a cultural heritage, and in 

2014 the genre of Katta ashula. Thanks to their initiative in the last twenty years carried out 

ethnographic expeditions with the assistance of foreign researchers. So, the big event can be called 

expeditions of study Baysun Surkhandarya, 2004-2004) and "Shashmaqom" (2005-2006), which 

held by the initiative of UNESCO. Besides these in Uzbekistan conducted several show-contest of 

epic executors of Central Asian region as shairs, akyns, manaschy, as well festivals "Boysun bahori" 

(ñSpring of Boysunò), "Asrlar sadosi (ñMelodies of centuriesò)." These international events just 

contribute to the development of interest in traditional music, to identity and a common culture. 

Despite the development of various communication and video-acoustic technology, it is a 

live dialogue with the "bearers" of a genre allows us to estimate the degree of preservation and the 

emerging changes in the semantics, structure and performance features. History of 

ethnomusicological expeditions in Uzbekistan has more than a hundred years, this region originate 

large projects and  in our time the researchers, based on  the achievements of previous expeditions, 

can make interesting conclusions. 

According history, that are prevalent in Uzbekistan four local style, covering not only 

defined territorial area, but also all the components of culture and the arts. It is- Samarkand, 

Bukhara, Kashkadarya, Surkhandarya, Khorezm and Ferghana-Tashkent. The origin and existence 

of various genres, was associated with a certain kind of activity of people, their habitats. Thus, the 

formation of maqam, then cycle Shashmaqom as monumental genres happened only in the city, in 

the lush environment of the palace, which was simultaneously the heyday of architecture, poetry, 

painting (Samarkand, Bukhara, Tashkent) musical-poetic genre epos was enough to dry parched 

steppe Kashkadarya and Surkhandarya and a minimum of tools. Katta ashula formed on the open 

spaces of the Ferghana Valley, where the mild climate and hilly terrain contributed to the appearance 

of fine vocal opportunities for local musicians. Khorezm, perhaps, an unique region, which, despite 

its small size, has absorbed a little of the surrounding border peoples, but also to preserve their 

identity. There are prevalent almost all genres of folklore and professional music-verbally, which 

are included in the musical heritage of the Uzbeks. 

The great interest of researchers is from the standpoint of saving features of certain genres, 

their migration and acquisition of other qualities and characteristics in the performance will give 

impetus to new study these local areas. Of course, the influence of the modern way of life, means 

of communication does not pass without leaving a trace on the state of the genre. So, first of all 

disappear norms and canons of performance, there is no strict control (as it was in previous 

centuries), where and when you perform that today called the treasury of the musical heritage of the 
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people. For example, it is unacceptable that part of the makom performs at weddings, the uniqueness 

of this art in an absolute dive, perception and communion during the performance, and not a 

background, in which you can talk, eat and do other things. Hence, the whole system collapses 

taking shape for centuries respect for the high art. For a long time there is a need to revise the system 

of music education, and especially in the area of traditional music. I do not think that this problem 

concerns only Uzbekistan. How long can we keep the name of the traditional music, has long been 

simplified if, say, the fundamentals of the tandem "Ustoz-shogird." If earlier the learning process 

lasted 15 years, it has been the past 20-30 years, all reduced to a maximum of 7 years. Could we 

talk about preserving the traditions over time? To do this, it`s necessary to open a school of makom 

art.  

There comes a time when we really feel the loss of performance traditions. Vocal and 

instrumental cycles, such as makom cycles, raga, or mugham, kui are not intended for the execution 

to a large audience of listeners and the use of equipment for leveling and sound reinforcement. 

Certainly, there are only few unique areas among the new concert halls, which takes into account 

acoustic and voice capabilities of performers, choose the building material, taking into account the 

results that are called by the phrase "a fantastic sound." Sometimes a unique voice or instrument 

sounds, recoverable performer on any instrument, literally drowning because of this indifference 

and negligence in creating venues. 

I think I voiced the common problems that arise in our rapidly developing time, when more 

measured, planned and implemented with the help of computer technology. I wish that the human 

factor, which for centuries adapted the experience and traditions prevailed to a greater extent and 

guide the younger generation in the right direction, and then in 20 years we will again contemplate 

on the preservation of tradition and expanding the horizons on the new time. 
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EXPLORING THE LEGACY AND PRESERVATION OF MUSIC AND DANCE 

TRADITIONS WITHIN THE AGHBABA ENVIRONMENT  

Abstract:  The purpose of the research is to offer semiotic insights into the traditional music's 

archaic components within the Aghbaba environment. The article aims to underscore the distinctive 

qualities of Aghbaba's folk songs and dances, contributing to the preservation of this environment's 

traditional music. Aghbaba, integral to Azerbaijan's ethnic musical culture. Notably, the Aghbaba 

district, renamed Amasya since 1930, currently falls within the confines of the Republic of Armenia. 

Historically inhabited by Azerbaijanis until the close of the 20th century, it was renowned for its 

steadfast observance of traditions and customs. The Aghbaba region harbored substantial intangible 

cultural heritage, with Nanai folk songs and Yalli  dances serving as significant manifestations of this 

legacy. It can be posited without hyperbole that these genres of music and dance played a pivotal role 

in facilitating the developmental stageðthe establishment of traditional music within the Aghbaba 

district. 

The traditional music of Aghbaba plays a pivotal role in defining Azerbaijani cultural identity, 

and the preservation of the historical consciousness of the Azerbaijani people embodying the core 

values, historical lineage, and customary practices of the society, while also incorporating enriching 

elements that have substantially contributed to the establishment of our cultural heritage. The 

examination of oral traditional music within the Aghbaba region, specifically the collection and 

transcription of musical folklore samples from this region, is recognized as an essential asset for the 

revival of distinct elements of the musical culture within the occupied territories of West Azerbaijan. 

The article highlighted one of the initial endeavors in applying semantic analysis to traditional 

music genres, specifically focusing on the ancient folk songs performed during Nanaiokhuma 

ceremonies or rituals, as well as the Yalli dances, both integral components of the Aghbaba 

environment. For the identification of semantic music information, we utilized an archetype 

extraction method within the realm of semantic music retrieval. 

Keywords: Aghbaba environment, nanai genre, semantic method, archetype, Yalli dances, 

cultural heritage 

 

The ethno-cultural environment of Agbaba has played a crucial role in preserving the 

fundamental values and traditions of this region, significantly contributing to Azerbaijan's traditional 

musical culture. The study of oral traditional music in the Aghbaba region, particularly the collection 
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and transcription of musical folklore samples, is recognized as crucial for reviving distinct elements 

of musical culture in the occupied territories of West Azerbaijan. 

Aghbaba region is a mountainous area surrounded by Aghbaba mountain range to the West, 

Chyldyr  region of Turkey to the North-West, Akhaltsikhe region of Georgia to the North and 

Kyzylgoch region (currently Gukasyan) to the East. Historically, this region, inhabited by ancient 

Turkic tribes, Azerbaijanis, was known until the end of the twentieth century as a multi-faceted and 

rich region of cultural and social life. The Aghbaba environment had a regional musical folklore, but 

at the same time it was distinguished by a different style of performance and musical dialect. 

 
These lands were considered  as the ñkey lockò of Anatolia, the gate to the Caucasus, and 

were always kept in the center of political interests of a number of states due to their very important 

military-strategic position (Aghbaba, A, 2012,277). The occupation of the territory of Aghbaba, 

which became part of the Safavid and then Ottoman Empire, as a part of Chyldyr district began with 

the long and fierce war on the front of Russian and Ottoman Empire in the 19th century. The hardest 

blow for the people of Aghbaba region was the, the agreements of Gyumri, Moscow and Kars, which 

complemented each other and ended the Armenian claims on Anatolian lands. 

As a result of these agreements, the part of the ancient Childir district occupied by the Russian 

Empire is divided between Armenia and Georgia: 

1.Currently, the part named Chyldyr remains in the territory of Turkey. 

2.Akhisga-Akhalkalek part called Meskhet-Javakheti is annexed to Georgia. 

3. Aghbaba, Kyzylgoch and Shoreyel parts join the territory of Armenia. 

In 1930, the territory of Aghbaba and Kyzylgoch was renamed into Amasia and Gukasyan 

districts. In 1988, the last 19 Azerbaijani villages of Aghbaba were completely deported. 

Turkish-Soviet border in 1988.Rally of Aghbaba people against deportation. 
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15th of June. Soviet-Turkish border. 

 
Deported people of Aghbaba  in Kazakhstan.1937. 


